


PIANO ENSEMBLE MUSIC 
A TOUCH OF VARIETY THAT MAKES INTERESTING THE 

Spring Recital or Commencement Program 

PIANO DUETS 
2 Players at 1 Piano 

Cat. No. Gr. Pr. 
25725 Woodland Songsters (Beer)....2 $0.40 
25626 Little Brown Bunny ( Hopkins ).l .25 
25703 My First Piece (Kerr).1 .25 
14902 Hungarian Concert Polka 

(Alföldy) .5 .60 
18105 Salute to the Colors (Anthony).3 .60 
25509 Gipsies (Ketterer) .1 -30 
30484 Minuet a 1'Antico (Seeboeck ) ...5 .75 
30317 Venetian Love Song ( Nevin ) . . .3 % «SO 
25649 A Little March (Wright).-25 
14115 Les Sylphes (Bachmann).3 .75 
24247 The Camel Train. Descriptive 

Piece (Baines) .2’^ .60 
26602 On the Deep. A Nautical Frolic 

(Orem) .3 .40 
30627 March of the Wee Folk (Gaynor) 2 .30 
26536 Wing Foo (Burleigh).2 .40 
26238 Flight of the Bumblebee (Rim¬ 

sky-Korsakov) .4 .60 
14053 Menuet in G No. 2 (Beethoven) .3 .35 
3438 Postilion d’Amour (Behr).2 .50 
24028 The School Colors (Benson)....3% .60 
22811 Country Dance (Berwald).3 .45 
18909 Hungarian Dance, No. 5 

(Brahms) .4 .50 
26257 Polonaise, from Eugen Onegin 

(Tschaikowsky) .3 .50 
25938 Bobolinks (Grey) .2 .40 
26150 High School Grand March 

(Kern) .3% .50 
2651G June Caprice (King).3 .60 
17504 Dance of the Fairy Queen (Bug¬ 

bee) .1 .30 
4398 Two Juveniles (Burty).3 .60 

25082 To the Front. Military March 
(Clark) .3 .50 

26025 Gopak ( Moussorgsky ).3% .35 
26258 Swaying Daffodils ( Overlade )... 3 % .80 
25247 Commencement Day March 

(Crammond) .2 .40 
24322 Danse Hongroise (Du Vai).4 .60 
8993 On to Prosperity (Ferber).3 .75 
23814 Silvery Chimes (Goldmann)... .3% .75 
25294 Charmante ! Mazurka Souvenir 

(Groton) .8% .50 
30407 The New Colonia) March (Hall) .3 .60 
23294 Procession of the Sirdar (Ippoli-

tow-Iwanow) .4 .40 
22591 Spirit of the Hour. Grand 

March (Johnson) .3’^ .45 
. In a Polish Garden (Williams).3 .50 
. March of Progress ( Williams ).. 3 .50 
. Jubilee March (Williams).3 .60 
24559 March of the Noble (Keats)...3 .50 
24078 Community Grand March (Kern) 3 .50 
13165 Commencement March ( Koel-

ling) .3 .60 
11001 Concert Polka (Lansing).4 .60 
13576 Class Reception. March (Lind¬ 

say) .3 .60 
12082 Alumni Reunion ( Morrison )... 3 .60 
18317 March of the Slavs (Mumma)..4 .75 
25499 Tommy's New Drum. March 

(Preston) .l 1̂  .30 
25762 Dance of the Hours, from La 

Gioconda (Ponchielli).3^ .60 
17472 Our School Band. March (Rolfe) 2 .50 
14648 Fragment. From the “Unfinished 

Symphony” (Schubert) ... .4 .35 
3151 Military March. Op. 51, No. 1. . .3 .35 
30112 The Stars and Stripes Forever. 

March (Sousa) .3% .75 
22807 Sing. Robin, Sing ( Spaulding).. 1 .35 
13213 On to Triumph (Spooner).3 .75 
13245 Tannhauser. Overture ( Wagner) 7 1.25 
26496 Airy Fairies (Spaulding).1 .40 
25789 Gavotte Rustique ( Wright )... .3 .60 
8496 I Begin. Waltz (Willy).1 .35 
. The Great Spirit (Hamer).4 .60 
. Majesty of the Deep (Hamer)..5 .60 
. Sandal Dance (Terry).3 .40 
. The Pines (Matthews).4 .50 
. March of the Boy Scouts (Grant-

Schaefer) .2 .50 
. Assembly Grand March (Kern).4 .50 

• Often teachers having a large enrollment in their classes strive to include 
as many pupils as possible in presenting a recital program. Permitting each 
student to play a solo number lengthens the program unnecessarily. The use 
of ensemble groupings, such as listed on this page, not only lends a touch of 
variety to the recital program, but it gives opportunities for the inclusion of 
more pupil-performers than under the solo-for-each plan. 

A Grouping Enjoyed by Participants and Audience 

PIECES for 4 PLAYERS at 1 PIANO 
Cat. No. Gr. Pr. 
26485 Song of the Pines (Adair).1 $0.40 
17064 Taps. Military March (Engelmann).3 .80 
26484 Toy-Town Soldiers (Richter).1 .40 
11271 In the Procession. March (Hewitt).2 .80 
26497 Airy Fairies (Spaulding).1 .50 
11552 Galop-Marche ( Lavignac ) .3 1.00 
26225 The School Flag (Spaulding).1 .40 
8321 Valse Lorraine (Missa).3 .60 

PIANO DUOS-2 Players at 2 Pianos 

Cat. No. Gr. Pr. 
30462 Two Elegiac Melodies. Op. 34 

(Grieg) .4 $1.25 
30410 Wedding Day at Troldhaugen 

(Grieg) .6 1.75 
25326 Mazurka (Ketterer) .2 .50 
24961 Hungary (Koelling) .5 .80 

A DAY IN VENICE 
Suite 

By Ethelbert Nevin 
Arr. by Ottilie Sutro 

Gr. 4-5 

30288 Dawn. $1.00 
30289 Gondoliers . 1.50 

30290 Venetian Love Song. 1.00 

30291 Good Night. 1.25 

26226 Menuet de 1’Arlesienne, No. 1 
(Bizet) .4 .70 

30188 The Butterfly (Grieg-Saar) ... .8 .75 
14840 Valse Arabesque. Op. 83 (Lack) .4 l.<i0 
24245 The Galloping Horse (Pierson).2% .50 
30599 Guitar Serenade (Gaynor).2 .50 
30598 March of the W’ee Folk (Gaynor) 2 .50 
30314 March of the Tin Soldiers 

(Tschaikowsky) .3 .60 
30241 Nocturne. Op. 9. No. 2 (Chopin) 6 1.00 
24992 Sea Gardens (Cooke).4 .60 
. Majesty of the Deep (Hamer) . 4 .50 
24960 Kamennoi-Ostrow ( Rubinstein ). 6 1.00 
30058 Polish Dance (Scharwenka) .5 1.25 
26349 Coasting (Burleigh).6 .80 
30236 Nocturne, from A Midsummer 

Night’s Dream (Mendels¬ 
sohn) .4 1.40 

30274 Valse Caprice (Spross) .5 1.25 
23530 The Firefly (Williams).3% .55 
. Deep River (Kelberine).4 .60 
. March of Progress (William)..3 .60 

Cat. No. Gr. Pr. 
24565 Spanish Serenade ( Wright ).... 3 $0.50 
26353 Tango in D ( Albeniz-Gest ) . .. . 5 .70 
. Scheherazade. Theme with Varia¬ 

tions. Op. 102 (Weissheyer) 6 .50 
30487 Light and Gay. Scherzo (Durst) 3 .90 
26488 Tommy’s New Drum ( Preston).! % .50 
30232 Singing and Swinging (Bilbro).2 .50 
15348 Gavotte Miniature (Brown)....3 .50 
16953 Grand Valse Caprice (Engel¬ 

mann) .4 1.25 
24982 Russian Rhapsody ( Hesselberg ). 8 1.25 
25328 At the Dance (Ketterer).1% .50 
18365 Galop Marziale (Marzo) .4 .85 
30236 Nocturne, from A Midsummer 

Night’s Dream (Mendels-
sohn-Sutro) .5 1.40 

13738 Manitou. Fantasia (Morrison). .4 .80 

SECOND SUITE 
( Indian ) 

By Edward MacDowell 
Arr. by William Henry Humiston 

and Ottilie Sutro 
Gr. 5-8 

25255 Legend . $2.50 
25256 Love Song.90 

25257 In War-Time . 2.50 
25258 Dirge.90 

25259 Village Festival . 2.50 

30246 Forget-me-not. Mazurka (Rowe) 3 .80 
24967 A Merry Wedding Tune (Saar).5 .75 
30058 A Polish Dance (Scharwenka-

Werthner) .5 1.25 
30049 Minuet a 1’Antico (Seeboeck-

Saar) .5 1.50 

A Copy of "Hand Book of Piano Ensemble Music" may 
be had FREE by writing to the Publishers. 

Theodore Presser Co. 
Music Publishers, Dealers, Importers 

Distributors tor OLIVER DITSON CO. and JOHN CHURCH CO. 

1712 CHESTNUT STREET PHILADELPHIA, PA. 

PIANO TRIOS 
3 Players at 1 Piano 

Cat. No. Gr. Pr. 
25198 The King’s Review ( Baines) .. .2*5 $0.60 
30159 The Fortune Teller ( Arnold).. .2% .70 
24204 Hungarian Dance, No. 6 

(Brahms-Sartorio) .3 .70 
11145 Polonaise Militaire. Op. 40, No. 1 

(Chopin) .4 .60 
30485 Valse Enfantine (Mueller).1 */5 .50 
25317 Commencement Day. March 

(Crammond) .2% .50 
19190 Air. From “Orpheus" (Gluck-

Sartorio) .2 .40 
25094 Heather Blossom (Ashley).2 .75 
4393 Gypsy Rondo (Haydn).4 1.00 
24261 Dance of the Rosebuds (Keats).3 .60 
. Danse Ecossaise (Baker).3 .75 
24302 Hungary (Koelling) .4 .90 
24064 Here Comes the Parade (Pres¬ 

ton) .2 .70 
. Let Us Go! (Bilbro).2 .50 
4773 A May Day (Rathbun).2*/5 .75 
6475 Polish Dance ( Scharwenka ).... 3 .75 
30113 The Stars and Stripes Forever. 

March (Sousa).3 1.00 
17158 The Lesson of the Birds (Spauld¬ 

ing) .1-2 .50 
14736 Three Little Children (Spauld¬ 

ing) .2 .60 
19620 We’re Playing Together (Spauld¬ 

ing) .1 .50 
. Moonlight on the Hudson (Wil¬ 

son) .4 1.50 
25495 Left! Right! March ( Zilcher ) . . 1 *,5 .50 
. Assembly Grand March (Kern).3 .60 
30224 El Capitan March (Sousa).3 1.00 
26580 Down a Spanish Square (Vande¬ 

vere, .1 .50 
26581 Down an English Lane (Vande-

vere) .1 .50 
26582 Down a Holland Street (Vandc-

vere) .1 .50 
26583 Down an Indian Trail (Vande* 

vere) .1 .50 
26105 A Trip in the Swing (Vande-

vere) .1 .25 
26106 A Trip to Town (Vandevere)..! .25 
26107 A Trip to the Zoo (Vandevere) .1 .25 
26108 A Trip on the Merry-Go-Round 

(Vandevere) .1 .25 

PIANO QUARTETS 
4 Players at 2 Pianos 

Cat. No. Gr. Pr. 
19275 Hungarian Concert Polka 

(Alfoldy) .5 $0.80 
18245 Salute to the Colors (Anthony).3 .80 
22581 Hungarian Dance, No. 6 

(Brahms-Sartorio) .3*/5 .70 
25628 Barcarolle (Ketterer) .2 .70 
7296 Concert Polonaise (Engelmann) 5 1.00 
9150 On to Prosperity ( Ferber ).... 3 .90 
30315 Polacca Brilliant (Bohm-Webb) .4 1.60 
. Danse Ecossaise (Baker).3 1.25 
13136 Commencement March (Koel¬ 

ling) .3 .85 
7046 Hungary (Koelling) .4 1.00 
26499 Polonaise Militaire. Op. 40, No. 1 

(Chopin) .4 .90 
. Roguish Kitten (Behr).3 .60 
13060 Concert Polka (Lansing) .4 .85 
13053 No Surrender March (Morrison) 3 .85 
30590 Norwegian Bridal Procession 

(Grieg) .4 1.25 
. Zampa Overture (Herold).4 2.00 
13070 Dance of the Winds (Peabody).4 1.00 
30572 Country Dance ( MacFadyen ) . . 4 1.50 
1594«) Military March in D. Op. 51 

(Schubert) .3 .75 
19944 Invitation to the Dance (Weber-

Sartor io) .4 1.00 
22828 Light Cavalry. Overture (Suppe) 4 1.25 
23144 Poet and Peasant. Overture 

(Suppe) .4 1.50 
26330 Tommy’s New Drum (Preston).!^ .50 
26331 Dolly's Birthday (Rolfe).1 .50 
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SPECIAL NOTICES 
AND 

ANNOUNCEMENTS 
SPECIAL NOTICES 

FOR SALE: Unused Piano Teaching 
I ’¡fees — •reduced price Century Edition, dime apiece—new. Harry Gunyan, Chesan¬ ing, Mich. 

ANNOUNCEMENTS 

PLA Y PIANO JAZZ like dance and radio players. Quick mail course. Information 
free. Erskine Studio, Dept. B, 810 E. 14th St., Oakland, Calif. 
SINGING MADE EASY : Send for free in¬ formation. Eastern School of Voice Cul¬ ture, Chambersburg, Penna. 
PIANOS FOK SALE—Rebuilt by piano factory experts, $35.00 and up. Piano Shop, 

11 West Manheim St., Philadelphia, Pa. 

TUNEFUL TWADDLE 
A Musical Misconception 

Mrs. See: “Turn off the radio, dear. 
The static is awful !” 

See: “Static, my love! Why. it's just 
one of those mellow modern music¬ 
dramas.” 

* * * 

Try It! 
A nimble-tongued young fellow at a con¬ 

cert continuously jabbered away to his 
young lady, much to the discomfort of his 
neighbors, till he finally asked : 

"Did you ever try listening to music 
with your eyes shut ?” and then proceeded 
to expatiate on its charms, till a nearby 
gentleman pointedly inquired. 
"Did you ever try listening to music 

with your mouth shut?" 
And there was silence, with a query un¬ 

answered. 
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TEACHERS:—You can encourage parents to keep up 
children's music lessons If you don't discourage 
them with the cost of music. CEXTFRY EDITION 
—at only 15c—keeps the cost of pieces at a minimum 
—yet, doesn't restrict your teaching in any way. 

Remember, this standardized price has not been 
achieved by printing an Inferior Edition. If you are 
at all skeptical regarding this, we would urge you 
most earnestly, for your own sake and for the benefit 
of your students, that you secure a copy of Century 
and compare it with any other existing edition which 
you may have or may he familiar with, ami we are 
certain that Century will prove positively and con¬ 
clusively that it has no superior. 

All the suitable classics and a multitude of Stand¬ 
ard modern composition' are available in "CEN-
TFKV at this stamiardized 15c price, irrt «pedhe 
as to whether the Edition contains two or twenty 
pages. 

Here are a few selected at random from our 
catalogue: 

CENTURY PIANO SOLOS. ]5c ea. 
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Amaryllis (Air of Louis XIII), E— 4 Ghys 
Avalanche. Am—3  Heller 
Barcarolle (Tales of Hoffm’n). F—3.Ottenbach 
Beautiful Blue Danube. D—4.Strauss 
Betty’s Waltz. C—1 . Martin 
Big Base Fiddle, The, C—1.... Hopkins 
Black Hawk Waltz. Eb—2.Walsh 
Blue Butterflies, Valse Cap.. D—4.Leon Dore 
Bridal Chorus (Lohengrin). Bb—3...Wagner 
Bunch of Daisies. A. Valse. G— 1 Martin 
Butterfly, The. Etude. Em 5. Lavalie 
Butterfly, Op. 81. No. 4. D 3.Merkel 
Crimson Blushes. Caprice. G—4.Lester 
Dance of Goldenrods. F—3.Fitzpatrick 
Dark Eyes. Dm—3. Crooms 
Deep River (Transcription). C ;:. . . Grooms 
Edelweiss Glide, Waltz. Eh 1 . \ anderbeck 
El Choclo (Tango Argentine >. Dm 3.\’illoldo 
Elegie i Melody). Op. 18. Em — (....Massenet 
Elizabeth Waltz. < i. Martin 
Fairy Wedding. Waltz. C 2.Turner 
Falling Waters. Reverle, Eb I.Truax 
Fifth Nocturne. Op 52. Ah- I .Leybach 
Floral Parade. The. Valse. C—1.Martin 
Flower Song. Op. 39. F—3.Lange 
Flowers and Ferns. Tone Foem. G—4. Keiser 
General Grant's March. F .... Mack 
Gypsy Encampment. Am—2. Behr 
Gypsy Rondo, G—3.Haydn 
Hanon Virtuoso, Pianist. Part 1 Burdick 
Hungarian Dance. No. 5. A 5. .. Brahms 
Hungarian Rhapsody No. 2. Cm—5 ..Bendel 
In Rank and File, C 2. Lange 
Kamennol Ostrow. F* 5.Rubinstein 
La Golondrina, The Swallow, G—3.. Serradell 
Let ’Er Go! (March) F—3.Wood 
Love and Flowers. Em —3. Aldrich 
Love Dreams (Liebestraum). Ab—6 Liszt 
Melody In F, F—4.Rubinstein 
Menuet In G. No. 2. G—2.Beethoven 
Minuet (Don Juan), G 2 Mozart 
Minute Waltz. Op. 64. No. 1. Dh -’...Chopin 
Moonbeams on the Lake, C—3. . Fitzpatrick 
Moonlight Sonata. C*m—6.Beethoven 
Morning Prayer. Melodie. F—2. .Streabbog 
Mountain Belle. Schottische. I -2. Kinkel 
Over the Waves. Waltzes. G—3. Rosas 
Poet and Peasant. Overture. D—4.. Suppe 
Polonaise (Military), op I«. A—I .Chopin 
Prelude. Op. 3. No. 2. C*m 5. Rachmaninott 
Robin's Return. The. Ab I Fisher 
Rondo Caprlccioso. Op.* 14. E -5. . Mendelssohn 
Rustic Dance. Eh—3 . .Howell 
School Pictures. C—1  .Hopkins 
Sonata Pathétique. Cm—5 .Beethoven 
Star of Hope. Reverie. F—3 .... Kennedy 
Trip to Niagara. A. Bb—3.Cornish 
Trovatore. II. Fantasie. Eh -5 Smith 
Two Guitars (Transcription). Dm—3.Grooms 
Waves of the Danube. Am 3.. Ivannvld 
Wayside Chapel, the. Op. 42. F—3-4 Wilson 
Whoop 'Er Up! (March). G—3-4 Wood 

VIOLIN AND PIANO DUETS. ] 5 C ea. 

Each number has separate parts for Violin & Plano 
A—1 to A—3 
B— 1 to B—3 
C—1 to C—3 

Very easy to medium 
Easy to difficult 
Medium to concert solos 

2178 Beautiful Blue Danube. A—3.Straus» 
1272 Boat Song. A—1  Vogt 
1144 Crimson Blushes. Caprice. B- 2 . . Lester 
2667 Dark Eyes. B—2  Grooms 
1835 Dream of the Shepherdess. C—1. Labitzky 
1275 Dream Waltz. A 1 .Vogt 
2408 Hungarian Dance. No. 5. B—3. Brahms 
1457 La Paloma. A :: or B—2.Yradier 
1745 Love and Flowers. A 3 or B—2.Aldrich 
1890 Menuet In G. A 3 or B— 1.Beethoven 
1460 Over the Waves. Waltz. A 3 .Rosas 
2129 Poet and Peasant. Overture. B—3.. Suppe 
1151 Star of Hope. Reverie. B—1 .Kennedy 
500 Träumerei and Romance. B—2.Schumann 
2666 Two Guitars. B—2 .Grooms 
1744 Valse Barcarolle, A—2 .Offenbach 

The Century Catalogue contains over 3.000 compo¬ 
sitions consisting «if PIANO SOLOS—DUOS and 
TRIOS —VIOLIN and PI A N 0 — D U OS — T R I OS 
and QUARTETS — SAXOPHONE and PIANO — 
MANDOLIN and GUITAR and VOCAL. 

Ask your dealer for Century music, and If he can’t 
supply you. send your order direct to us. Our com¬ 
plete catalogue will be mailed you FREE on request. 

CENTURY MUSIC PUBLISHING CO. 
254 West 40 St. New York. N. V. 
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The étude Historical 
^Musical 'Portrait Series 

An Alphabetical Serial Collection of 
THE WORLD'S BEST KNOWN MUSICIANS 

This series which began in February. 1932, has included to date a total of 3212 celebrities. 
It will be continued alphabetically until the entire history of music is adequately covered. 
Start making a collection now. Nothing like this has ever hitherto been issued. 

Etude readers desiring additional copies oi this page and pages previously published are 
referred to the directions for securing them in the Publisher’s Notes Department. 

Frederick William Schlieder 
—B. Foreston. 111., .Inn. 22. 
1873. (’miip.. pianist. urgnst.. 
teacher. Act hr in New York 
an<l I’hila Hit' written a 
cantata, songs, piano pieces, 
textbooks on creative harmony. 

Adolf Schlösser—B. Darm-
Madi Feb. 1. 1X30; <1. Créât 
Bookham. Eng.. Nov. 10. 
1913. Comp., pianist. Toured 
Germany. France. England. 
For many yrs., teach« r at It. 
A. M . London. J’iano «kv 

Heinrich Kaspar Schmid— 
B. Landau-on I -ar. Sept. 11, 
1 *7 I. Comp., pianist. teacher. 
In lt»l!» was prof, at Munich 
Acad. In 1921. dir.. Karls 
ruhe Cons. Works: piano 
pieces, songs, choruses. 

Friedrich Schneider—B. Alt-
Walter -dort. Saxony. .Ian. 3. 
1786 : d Dessau. Ño» . 23, 
1SÕ3. Comp., orgnst.. cond. 
Court Kapellm. at D«"au. 
Fdr. of sch. of mus. there. 
Many works. 

Malwine Schnorr von Carols-
fe|d—B. Copenhagen. Dec. 7. 
I832; «I. Karlsruhe, Feb 8, 
Itml. Famuli' dram. sopr. 
W ife of Ludwig S. Created 
r-de of Isobh . Munich. I 865. 
Sang al'O in Hamburg. 

Henry Schoenefeld—B Mil¬ 
waukee. Wis.. Oct. 1. 1857; 
<1. Los Angele«, 1938. Comp . 
pti't. Cond. in Chicago and 
lais Angeles. One of first 
American composers to use 
Indian themes. 

Percy Alfred Scholes—B. 
Ix-eds, Eng.. July 21. 1X77. 
Music critic, author. A lead¬ 
ing English writer; has held 
important journali'tic posts. 
Author of many music liter¬ 
ary works. 
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WHERE SHALL I GO TO STUDY? 

NTHEMS 
Private Teachers (Western) Private Teachers (Eastern) 

for Lent, Palm Sunday, Good Friday and Easter BARBARA BLATHERWICK 
Recital 

Voices unless otherwise mentioned) (For Mixed 
The 

New York 5-6392 

Minor Moss"). Latin and English 

Just off Sunset Blvd. 
.15 

M 

14,356 God So Loved the H 

M 

15 (Swedish Melody). Sop. Solo (Frank) (Ernesto) 
Artistic Coaching for Concert Performance 

San Francisco, California 

H .12 

.15 

Good Friday 
H 

K •3 part 
Master Went. Men's Voices 

GAUL. HARVEY B. (Arr.) 
of the Trees. (From White Russia) Russian Easter Carol 

.10 

Anthems 
Voices ) ( Mixed 

.15 Bass Solos 

M Broadway, San Diego, California 640 .15 Motive) 

Easter Song). (Arr. Harvey B. Gaul) 

.15 Tel. Columbus 5-4357 New York City H 

.15 MARGUERITE VALENTINE 
Concert Pianist Teacher .12 

York* New .15 
702 S. Crenshaw Blvd. Los Angeles, Calif. 

M .15 

Easter Anthems 
M 

.10 

Is Risen. (Arr. Harvey B. Gaul) .15 

.12 part 

.12 (Carol-Anthem) 

.15 

.15 

THE WORLD'S LARGEST COUNTER 
(Men’s Voices) 

.15 

.15 

.15 

.12 

portion of this important 
.15 

with means 

Oliver Dit son Co 
THEODORE PRESSER CO., Distributors 

It Pays to Read Etude Advertising, Phila 171 

14,551 
14,270 

.15 

.15 
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.15 
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.15 
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.10 

.15 

M 
M 
M 
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tragically. THE ETl DE commands 
counter because it lias to do with a g 
ward looking, discriminating purcha 

Ö 
M 
M 

Studio: 140 West 69th St. 
Endicott 2-4580 

The Editorial Offices of THE ETUDE receive hundreds of requests in the course of a year for names 
and addresses of established music teachers in the various metropolitan centers. In order to afford 
teachers the opportunity to make contact with these prospective students, this directory has been 
established as an inexpensive advertising medium. Detailed information will be supplied on request. 

LAZAR S. SAMOILOFF 
Voice teacher of famous singers 

From rudiments to professional engagements 
Beginners accepted. Special teachers' courses 

610 So. Van Ness Ave., Los Angeles, Cal. 

Spanish Easter Carol of the Lambs. (Folk Melody) 
The Three Holy Women (Normandy Carol)..... 

(opposite Chateau Marmont) 
Hollywood, Calif. 

Phone: Gladstone 7755 

Italian bel canto, founded on the 
principles of Manuel Garcia 

43 Fifth Avenue 
Tel.: GRamercy 

EDWARD E. TREUMANN 
Concert Pianist—Artist-Teacher 

Recommended by Emil Von Sauer, Moritz Moszkowski 
and Jcsef Hofmann. 
Studio, Carnegie Hall, Suite 837, 57th St. at 7th Ave. 

MRS. LEONIE BRANDT 
Virtuoso-Artist Teacher 

Author of "Science in Modern Pianoforte Playing" 
Published in 1922 by Theodore Presser Co. 

Scientific Training 

BUCK, DUDLEY 
460 Sing, Alleluia Forth. Sop. Ten. & 

GAUL. HARVEY B. (Arr.) 
14,269 Spanish Easter Procession. (Folk 

richard McClanahan 
Representative TOBIAS MATTHAY 

Private-lessons, class-lessons in Fundamentals 
Available as Lecture-Recitalist 

806 STEINWAY BLDG., NEW YORK CITY 

LUVAAS, MORTEN J. (Arr.) 
14,449 Prepare the Way. 

KOPOLYOFF, ANDRE 
14,904 Alleluia! Christ 

ROWLEY, EDWIN C. 
13,248 Easter Day. 3 

SCOTT, CHARLES P. 
13,967 Easter Chimes. 

BUCK, DUDLEY 
11,811 Sing Alleluia Forth. 

KOPOLYOFF, ANDRE ä . 
14,903 Alleluia! Christ Is Risen. (Arr. Harvey B. Gaul). 

SIBELIUS, JEAN 
14,905 O Morn of Beauty. Easter or General Use. \Arr. H. Alexander Matthews).... 

SIMPER, CALEB 
10,762 He Is Risen. (Arr. Geo. B. Nevin). 

SPINNEY. T. HERBERT 
12,148 Hallelujah! Christ Is Risen. Ten. Solo. (Arr. Geo. B. Nevin). 

MANNEY, CHARLES FONTEYN 
14,275 He Is Risen. (Prelude and Chorus from "The Resurrection"). 

MATTHEWS, H. ALEXANDER 
13,712 Three Women Went Forth. 

REIMANN, HEINRICH 
13,966 A Joyous Easter Hymn. (Arr. C. F. Monney). 

SIBELIUS, JEAN 
14,714 O Morn of Beauty. Easter or General Use. (Arr. H. Alexander Matthews).... 
14,489 O Morn of Beauty. Eight part. 

THIMAN, ERIC 
14,817 Come, Ye Faithful, Raise the Strain. 

VULPIUS. MELCHIOR 
14,813 The Strife Is O'er. (Arr. Herbert Sanders). 

THE ETUDE MUSIC MAGAZINE 
1712 CHESTNUT ST.. PHILA.. PA. 

Teacher of artist pupils who have won Tobias 
Mathay and Juilliard Graduate Scholarships 

Director of Piano Department of 
Music School Settlement 

(Women’s Voices) 
HUMPHRIES, CHARLES 

14,711 Alleluia! 2 part. (Arr. R. S. Stoughton). 

M 
M 
H 
H 
H 
H 
H 
H 
H 
H 
H 
H 
H 
H 
H 

MARRYOTT, RALPH E. 
14,814 One Early Easter Morning. With Organ 

.15 

.15 

ALBERTO JONÁS 
Celebrated Spanish Piano Virtuoso 

Teacher of many famous pianists 
19 WEST 85TH STREET, NEW YORK CITY 

VERA BARSTOW 
Concert Violin—Teacher—Chamber Music 

1831 N. Beverly Glen Boul. Los Angeles, Calif. 
Phone West Los Angeles—322-37 

ROSE OUGH 
VOICE 

FORMER ASSISTANT TO LAZAR S. SAMOILOFF 
IN HOLLYWOOD 

REOPENED HER VOICE STUDIOS AT 

1931—8TH AVENUE OAKLAND. CALIFORNIA 

Telephone Glencourt 6115 

LaFORGE-BERUMEN STUDIOS 
Voice—Piano 

Frank LaForge teacher of Lawrence Tibbett since 
14 WEST 68TH STREET. NEW YORK 

Tel. Trafalgar 7-8993 

BERTHA VAUGHN 
Teacher of Ruth Shaffner of New York, 
Mary Teitsworth Boyd, Ruth Terry Koechig 

.15 

.10 
HENRY SCOTT 

Piano Instruction Artist-Teacher 
Specializing in Conservatory Preparation—All 
Schools. Advanced Courses. Courtesy Auditions 
by appointment. 

Telephone Cathedral 8-8821 or write 130 Morningside 
Dr., New York City. 

HE largest counter in the world is made from the advertising 
in the newspapers and magazines. It is thousands of miles lon^ 

and millions of dollars pass over it every minute of the dav and 

SIBELIUS, JEAN 
14,715 O Morn of Beauty. Easter or General Use. 6 part 

(Arr. H. Alexander Matthews). 

SPENCE, WILLIAM R. 
14,848 Come, Sing With Exultation. 2 part (Arr. C. F. Manney) 

great and beautiful desire for the finer things of life. T HE ETl DE 
presents in its advertising columns news about what this fine audi-

Music Lovers to earn LIBERAL COMMISSIONS 
securing subscriptions for THE ETUDE. Part or 
full time. No Cost or Obligation. Write for com¬ 
plete details TODAY! Address: 

EARL ROSENBERG 
Former Director Kansas City Conservatory 

Teacher of Singers, Professionals and Beginners 
Spend 1938 summer in ideal surroundings 

in Southern California 
Summer Classes in Choral Conducting 

KATE S. CHITTENDEN 
Pianoforte — Repertory — Appreciation 

THE WYOMING, 853 7th AVE., 
NEW YORK 

My Master Went... 
Master Went. Women's Voice: 

KOPOLYOFF. A. 
14,081 Alleluia! Christ Is Risen. (Russian --... ...... 
14,159 Russian Easter Priest's Blessing. (Easter Song). (Arr. Harvey B. Gaul) 

NEVIN, GEORGE B. 
13,935 Into the Woods 
14,037 Into the Woods 
13,936 Into the Woods 

Coloratura Soprano - Opera 
Pupils Accepted 

BULLARD. FREDERIC FIELD 
9,817 As Christ upon the Cross. Alto Solo 

FRANTZ PROSCHOWSKI 
Vocal Teacher 

200 W. 57th St.. 
Tel: COLumbus 5-2136 

NEVIN, GEORGE B. 
10,137 Rejoice, Jerusalem, and Sing. Bar. Solo. 
11,890 Rejoice. Jerusalem, and Sing. Men's Voices—Bar. Solo 

PARKER, HENRY 
8,818 Jerusalem. Alto or Bar. Solo. 

WHITEHEAD. ALFRED 
14,659 The King's Welcome. 

Tel. Endicott 2-2084. On Tuesdays and Wednesday in^ 
Philadelphia, as Director of Piano Department in then 

Combs College of Music, 1331 S. Broad St. 

STAINER, JOHN „ 
13,254 The Appeal of the Crucified, (from 'The Crucifixion ). 
8,621 God So Loved the World, (from "The Crucifixion"). 
• — • - • - • World. (Arr. Geo. B. Nevin). Men's Voices 

BACH, JOHANN SEBASTIAN 
14,650 Crucifixus. (from "B .-. . ,. - - - „ 
14,651 Crucifixus. (Arr. Arthur W. Gnau). Women's Voices—4 part 

FREDRIK E. BLICKFELT 
c j Voice Specialist 
uFour years with Vincenzo Sabatini, Milan, teacher of 
M John McCormack, and Antonio Cotogni, Rome, 

EDNA GUNNAR PETERSON 
Concert Pianist—Artist Teacher 

So. Harvard Blvd. Los Angeles, Calif. 
FE. 2597 

* 3948 Clay Street 

12,597 The Three Holy Women (Normandy Carol). 
13,968 Three Men Trudging. (Provencal Easter Carol). 
12,922 Victory. When the Children Went to Play. (Old Alsatian Easter Carol) 

m teacher of Battistini. 
H 8224 Marmont Lane 
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PENNA. 

Interesting and Important Items Gleaned in a Constant Watch on 
Happenings and Activities Pertaining to Things Musical Everywhere 

PADEREWSKI is reported to have ac¬ 
cepted a commission to direct the prepara¬ 
tion of a new national edition of all the 
works of Chopin. 

THE HELZINKI UNIVERSITY 
CHORUS of Finland, with Jean Sibelius as 
Honorary Sponsor and Martti Rurunen as 
conductor, has returned to its native land 
after an American tour covering December 
and January. Its American début was with 
the Boston Symphony Orchestra under the 
baton of Serge Koussevitzky. 

ANDRE MARCHAL, the famous blind 
organist of St. Germain de Pres of Paris, 
is announced for a transcontinental tour of 
America in the coming fall. Mr. Marchal 
tvas here in 1930 for a series of ten recitals 
at the Cleveland Museum of Art after which 
he filled a few other engagements. 

FROM MERIDA, YUCATAN, we have a 
letter appealing to us to send The Etude 
regularly, as it is one of the chief sources of 
information for a musical page in El Diario 
del Suroeste (The Daily of the Southwest), 
the only such page edited in Mexico. It is 
under the supervision of Samuel Marti, con¬ 
ductor of the Orquesta Sinfónica de Yucatan 
(Symphony Orchestra of Yucatan), the only 
such organization among our southern neigh¬ 
bors of North America, outside of Mexico 
City. 

THE MUSICAL COUNCIL of the Ger¬ 
man State is reported to have issued in¬ 
structions that no foreign musicians shall 
be employed in its musical life, including 
teaching, and with especial restrictions on 
soloists. 

EUGENE LIST, nineteen year old Amer¬ 
ican pianist, has been awarded the Five 
Hundred Dollar Prize of the first cycle of 
the Sealtest Rising Musical Star contest 
radio program of November seventh, last. 

A VIVALDI SOCIETY is planned for 
Venice, to make the works of this old 
master better know'n. On October 29th 
local artists—including two such suspiciously 
Yankee names as Olga Rudge and David 
Nixon—gave a concert as an “Homage to 
Antonio Vivaldi (168O-7-1743),” to in¬ 
augurate the movement. 

THE METROPOLITAN OPERA COM¬ 
PANY has abandoned its visits to Brooklyn, 
where it has given irregular Tuesday night 
performances since 1908. Subscribers in the 
borough have been invited to transfer their 
patronage to the Metropolitan Opera House 
in New York. 

IGOR STRAVINSKY is announced for a 
tour of America as guest conductor, to be¬ 
gin in January of 1939. 

MME. ERNESTINE SCHUMANN-
HEINK’S estate has been valued at $33,-
932.28, by the Superior Court of Los 
Angeles. It consists largely of jewelry re¬ 
ceived from eminent artists and statesmen. 
Her diplomas and decorations were be¬ 
queathed to the Smithsonian Institution 
(National Museum) at Washington. 

THE ALLGEMEINE DEUTSCHE MU¬ 
SIKVEREIN, which for seventy-five years 
has lent its efforts to the presentation of new 
music, recently disbanded after its sixty¬ 
eighth festival at Darmstadt and Frankfort. 

DR. HOWARD HANSON, Director of 
the Eastman School of Music, Rochester, 
New York, and also a distinguished com¬ 
poser and conductor, has accepted the 
chairmanship of the International Music Re¬ 
lations of tbe National Federation of Music 
Clubs, as successor of the late Dr. Charles 
N. Boyd. 

COVENT GARDEN THEATER of Lon¬ 
don has been presenting on its historic 
stage a series of performances of “Le Coq 
d’Or (The Golden Cockerel),” wdth the music 
of Rimsky-Korsakoff adapted by Nikolai 
Tcherepnin for the choreography of Fokine. 

QUEEN ELENA of Italy visited Cremona 
to partake in the closing ceremonies of the 
Stradivarius celebrations and to be present 
at the concert in the Cathedral provided by 
Tancredi Pasero, basso; Gioconda De Vito, 
violinist; Raffaele Bonucci, violoncellist; 
Ulisse Mattey, organist; and the Scola 
Cantorum of the Seminary of Cremona. 

WHEN TOSCANINI conducted two con¬ 
certs of the British Broadcasting Company 
Orchestra, on October 30th and November 
3rd, the audience was chosen by ballot from 
the thousands of applications for seats be¬ 
yond the available supply. And the concert 
might have been heard at home by the 
turning of a knob. So has radio “devastated” 
the concert room when fine art is furnished. 

DR. LOUIS VICTOR SAAR, one of the 
most widely known of the composers, 
pianists and teachers of America, passed 
away on November 23, 1937, in St. Louis. 
Born December 10, 1868, in Rotterdam, 
Holland, his musical education was finished 
under Rheinberger at Munich and Johannes 
Brahms at Vienna. He came to New York 
as accompanist at the Metropolitan Opera 
and later held important positions in the 
New York College of Music, the Institute 
of Musical Art, the Cincinnati College of 
Music, Chicago Musical College, and the St. 
Louis Institute of Music. 

THE PITTSBURGH SYMPHONY SO¬ 
CIETY. lately organized, had as its guest¬ 
conductor for the first three pairs of con¬ 
certs in three weeks. Carlos Chaves, the 
Mexican composer-conductor. 

MAURICE RAVEL, 
world famous French com¬ 
poser, passed away on De¬ 
cember 26th, at Paris. Maurice 
Born March 7th, 1875, at Ravel 
Ciboure, near Biarritz, he 
began piano study at twelve, and later, at 
the Paris Conservatoire had piano under De 
Bériot, harmony under Pessard, counterpoint 
and fugue with André Gédalge, and compo¬ 
sition under Gabriel Fauré. His Bolero and 
La Valse are played by all leading orchestras ; 
“Daphnis et Cbloë” was produced by the 
Ballet Russe; and “L’Heure Espagnole,” was 
presented in 1911 at the Opéra Comique, and 
later had much success at the Opéra. 

MARIO CASTELNUOVO-TEDESCO, 
the eminent Italian composer, is announced 
for a tour of America during the season of 
1938-1939. 

“REJOICE, BELOVED CHRISTIANS,” 
a cantata by Dietrich Buxtehude, the emi¬ 
nent Belgian organist of the late 17th and 
early 18th centuries, and a friend and in¬ 
structor of the youthful Johann Sebastian 
Bach, was given performance in an appro¬ 
priate service on November 7th, at the 
Home Moravian Church of Winston-Salem, 
North Carolina. 

THE JOSEPH HOFMANN GOLDEN 
JUBILEE, on the evening of November 
28th, at the Metropolitan Opera House of 
New York, was a veritable triumph for 
the master pianist, who was thunderously 
acclaimed in a program including the “Con¬ 
certo in D minor” of Rubinstein, his 
teacher; the Ballade in G minor, Nocturne 
in E-flat, Valse in A-flat, Andante Spianato, 
and Grande Polonaise of Chopin ; and his 
own Chromaticon for Piano and Orchestra. 
The receipts of $22,000, from sky-priced 
seats and souvenir programs at a dollar 
each, went to the fund of the Musicians’ 
Emergency Aid. 

THE FIFTH PIANO PLAYING TOUR¬ 
NAMENT of the National Guild of Piano 
Teachers, Irl Allison, president, will be held 
in May. 

A BUST OF OSSIP 
GABRILOWITSCH. by 
Brenda Putnam, was un¬ 
veiled with appropriate 
ceremonies, at the Novem¬ 
ber 11th concert of the 
Detroit Symphony Or¬ 
chestra. The dedication 
was followed by a “deeply 
moving” interpretation of Franco 
the “Death and Trans- Ghione 
figuration” tone poem of 
Strauss, as led by Franco Ghione. Mr. 
Ghione and Victor Kolar, as co-conductors, 
succeeded the late Dr. Gabrilowitsch, who 
led this major organization from its founda¬ 
tion till his death. 

(Continued on Page 131) 

The World of Music 

THE YEAR OF 
STRADIVARIUS’ birth 
has been long a doubtful 

Antonio issue among musical anti-
Stradivarius quarians, as are the house 

of his birth and his grave. 
Now comes Michelangelo Abbado and. in 
an article in the May number of Musica 
d’Oggi, of Milan, states rather conclusively 
that the study of the labels of several of 
his instruments makes it quite certain that 
the greatest of all violin makers was born 
in 1643 and not in 1644, to which year 
the best authorities have generally inclined. 

THE GOLDSMITHS’ SYMPHONY OR¬ 
CHESTRA, with the assistance of the Gold¬ 
smiths’ Choral Union, gave on November 
27th a performance of Coleridge-Taylor’s 
“Hiawatha” at Goldsmiths’ College, New 
Cross, S. E., London. An interesting survival 
of the guild activities that in past cen¬ 
turies did so much for the propagation and 
preservation of learning and culture. 

THE ONE HUNDRED FIFTIETH 
ANNIVERSARY of the first performance 
of Mozart’s “Don Giovanni,” which occurred 
at Prague on October 29, 1787, has been 
celebrated in Germany. 

OF SEMICLASSICS IN MUSIC, a sur¬ 
vey by the National Broadcasting Company 
shows that the most popular are, in order 
of preference: Liebestraume, No. J, by Liszt; 
Serenade, by Drdla; Caprice Viennoise, by 
Kreisler; and Estrellita, by Ponce. 

DR. WALTER DAMROSCH’S “The Man 
Without a Country” has been recently pre¬ 
sented by the Chicago City Opera Com¬ 
pany, with the New' York cast, and with 
the composer conducting. 

A HANDEL FESTIVAL has been re¬ 
cently held at Breslau, Germany, which 
attracted music lovers from all over Europe. 
It featured organ and orchestral composi¬ 
tions of “The Old Saxon,” with a “stu¬ 
pendous production of his ‘Hercules’ ” as 
the crowning event. 

MRS. R. R. FORMAN 
(in private life, Mrs. Addie 
Walling Forman), the 
widely known composer, 
especially of music for the 
church service, passed away 
on December 10th, at her 
home in Hightstown, New 
Jersey, at the age of 

Mrs. R. R. eighty-two. Born in 
Forman Brooklyn, New York; at 

eight she began study of 
the organ and later was under the instruc¬ 
tion of Samuel P. Warren of New York 
and Adam Geibel of Philadelphia, for com¬ 
position. Mrs. Forman had that inestimable 
gift for creating melody which at once 
touches and holds the human heart. 

Musical Axiom for February “The Month Is Short, But Make our Music Long.” Music Study Exalts Life 
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Australia’s New Day in Music 

FEW countries of the globe have more of interest for 
Americans than Australia. This is particularly the 
case since the great war, when American soldiers in 

France discovered a peculiar bond of similar interests and 
ideals with those men of the British Empire who had 
traveled over so many seas to give their all for a great 
cause. 

The huge irregularly rectangular 
Australia, which measures about 
two thousand miles by two thou¬ 
sand four hundred miles, nearly as 
large as the United States, was first 
sighted by the Portuguese mariner, 
Manuel Godbino de Eredia, in 
1601. and in 1605 it was visited by 
the Spaniard, Luis Vaez de Tor¬ 
res. Later the Dutch Abel Jansen 
Tasman discovered Van Diemen’s 
Land (now Tasmania), not know¬ 
ing it was an island. Captain Cook 
reached Botany Bay in 1770 and 
claimed the country for Great Brit¬ 
ain. It was not until after the 
I nited States was well established 
(1788), after the Revolutionary 
\\ ar. that colonization commenced 
in Australia. 

The Commonwealth of Australia 
includes the following continental 
states: New South Wales, Queens¬ 
land, South Australia, Western 
Australia, the Federal Capital 
Territorv, The Northern Territory, 
Victoria; and the island State of 
Tasmania. The five large con¬ 
tinental states and Tasmania were 
separate territories until in 1901 
they were federated in the Com¬ 
monwealth of Australia. The pop¬ 
ulation is estimated at eight 
million, or one-fifteenth that of the 
I nited States. That is, the vast 
continent of Australia has a popu¬ 
lation but about that of greater 
New York. Three-fourths of this 
population are located in the five 
capital cities, of which Sydney, New South Wales, with a 
population of one and a half millions, is the largest. The 
others are Melbourne. Adelaide, Brisbane ami Perth. New 
Zealand is not a part of the great Commonwealth but a self-
governing dominion. Those who know it say that it is more 
English than England and more Scotch than Scotland. It 
is thirteen hundred miles, or a boat journey of lour days, 
from Australia. 

From the very earliest days, the people of Australia and 
New Zealand have manifested a keen and active interest 
in music. For instance, in the large Australian centers 
“Communitv Sings” on a vast scale are now held. These 
are fostered bv the Broadcasting Commission which sends 
out special parties to conduct them. The astonishing thing 
is that everv one in the immense audiences ■which these 
events draw, pays an admission price. The enthusiasm is 
enormous. The “Sings” are broadcast over the air. 

I'he Eisteddfau, which Australia inherited from Wales, 
also draw very large crowds. The largest of all of these is 
in Sydney and lasts two weeks. It is held in six different 
halls, and there may be as many as fourteen adjudicators. 
Last year there were sixteen thousand contestants. The 
father of the Australian Eisteddfau is that at Ballarat in 

Victoria. In the process of elimination many of the fore¬ 
most Australian artists have been discovered. The most 
famous Eisteddfod of New Zealand is that at \\ cllington. 
There is an interchange of champions and adjudicators bc-
tween the two countries. 

The leading music schools of Australia have been a strik¬ 
ing and interesting development. In all of the States, ex¬ 
cepting New South Wales, the music schools, or conserva-

toriums, have been started by the 
universities. In Sydney, however, 
the New South Wales government 
founded the conservatorium, which 
has a fine building of its own situ¬ 
ated in the Botanical Gardens that 
are generally considered among 
the most beautiful in the world. 

The large, active music dealers 
and publishers, W. 11. Paling of 
Sydney, as well as Allen and Com¬ 
pany of Melbourne, have for years 
conducted an active promotional 
campaign to develop musical in¬ 
terests in Australia. Mr. C. S. Dar¬ 
ling, manager of Palings, on his 
recent world tour in search of new 
musical creations, told us that 
never in the history of the country 
has there been such widespread in¬ 
terest as at this time. Next year 
music becomes a compulsory part 
of the curriculum of all of the 
state public schools. In other 
words, Australia, which is now said 
to have relatively less illiteracy 
than any other large country, in¬ 
tends to see to it that none of its 
children remain musically igno¬ 
rant. 

Mr. Darling was largely respon¬ 
sible for starting the “Music 
Week” movement in Australia. 
This was borrowed from the 
I nited States, where it was origi¬ 
nated by C. M. Tremaine. In 
Australia it has been a conspicu¬ 
ous success. In Sydney it is espe¬ 

cially popular. Practically all the clergymen, of every de¬ 
nomination in the city, make music the subject of their 
sermons on the Sundays beginning and ending the two 
weeks devoted to music. All of the newspapers generously 
give a great amount of space to it. There are concerts every 
day, lectures, organ recitals, and concert parties at all of 
the schools. Bands, playing fine music, parade the streets 
every day. There is also an imposing procession, with 
floats, including representation of all of the musical inter¬ 
ests. I'he most popular slogan has been, “Music, God’s 
Greatest Gift to Man.” About one hundred thousand “Music 
\\ cek” buttons are made each year; and, wonder of won¬ 
ders. the public buys them for twelve cents each. From 
the Lord Mayor (President of Music Week) down, “every¬ 
one” is proud to wear a “Music \\ cek” button. 

Nothing has been said in this brief review of the very 
high artistic standards of the lands of Melba, Grainger, 
Hutcheson, Austral, and other distinguished artists; but 
the achievements of these famous artists have been dis¬ 
cussed many times in The Etude. Australia has. of course, 
many other musicians of very high standing: but as they 
are not as yet widely known in "the States” it is not within 
the peculiar province of The Etude to discuss them. 

island continent of 

AUSTRALIA’S BRIGHT PARTICULAR STAR 
The late Mme. Melba (Nellie Mite hell-Armstrong), 

immortal soprano, with her father and a niece 
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Music in Australia is splendidly advanced through the 
well organized facilities of the great music firms of Allen 
and Company in Melbourne, actively represented by Mr. 
George Sutherland, and by W. H. Paling in Sydney. The 
concert and theatrical business operated by the remarkable 
Tait family, under the firm name of J. G. Williamson, Ltd., 
has taken most of the great artists to Australia. Their 
representative, Mr. Claude Kingsford, a splendid enthusiast 
for The Etude, has brought large numbers of subscribers 
to our publication. Gordon and Gotch of Melbourne also 
have been active in promoting the interests of The Etude 
in Australia. 

The Great Musical Revival 

H
ERE is an editorial we did not write, as the National 
Broadcasting Company was good enough to do this 
for us. We may be pardoned, however, if we call 

Dur readers’ attention to the fact that for ten years we 
were certain this revival must inevitably come as a result ' 
of the force of the radio. We said this in just these words 
at a time when our professional friends were begging us 
to say just the opposite, and abusing us because we per¬ 
sisted in holding to what we felt would be the inevitable 
and happy outcome. The NBC report follows. 

“Radio is primarily responsible for a 300% increase 
in piano sales during the past year, according to letters 
recently received by the National Broadcasting Com¬ 
pany, from executives in the piano industry. Once con¬ 
sidered. a dangerous competitor of the instrumental 
music industries, radio is now credited with being one 
of the fundamental factors in the recent upturn in that 
business; and statistics now offered by the music trades 
provide significant confirmation of repeated claims by 
broadcasters that radio is the most effective medium yet 
devised for stimulating music appreciation and pro¬ 
moting general musical culture. 

“After a careful and dispassionate study of ífie nearly 
300% increase in piano sales during the past twelve 
months, over 1933, W. A. Mennie, secretary of the Na¬ 
tional Piano Manufacturers Association, declares, ‘radio 
must now be considered one of the major reasons for 
this increase. Millions of listeners, who otherwise might 
never have attained an appreciation of music, are mani¬ 
festing an interest in musical culture and endeavoring to 
become participants themselves.’ 

“Theodore Steinway, president of Steinway and Sons, 
wrote, 

“ ‘JFe have found it (the influence of good music on 
the air) to be a tremendous stimulus to people toward 
music as an art and as an enjoyment. Of late years the 
broadcasting of music not only of the voice and of 
stringed instruments, but also of the piano, has reached 
such a degree of perfection, that it can only have an in¬ 
fluence for good upon the listeners; and, in the degree 
that the technical improvement continues, so much the 
more will the love of music be instilled into the hearing 
public.’ 

“William A. Alfring, president of the Aeolian-American 
Corporation, commenting upon the increase of piano sales 
in general and of the better grade pianos in particular, 
says, 

“ ‘This can be attributed directly to a very distinct in¬ 
crease in public interest in better music in the last few 
years, ana principal among the contributing influences 
are the very fine programs for which the National 
Broadcasting Company is responsible.’ 

I 

“Lucien Wulsin, president of the Baldwin Piano Com¬ 
pany likewise credits radio as being responsible for ‘devel¬ 
oping the appreciation and enjoyment of fine music.’ He 
continues : 

“‘Once people become conscious of the spiritual and 
intellectual benefits which follow from music apprecia¬ 
tion in general, they wish their children to be able to 
obtain the same benefits to an even greater degree. They 
realize the importance of musical training for their chil¬ 
dren, even though the children at the outset may not be 
completely enthusiastic about the plan.’ 

“ ‘Instruction in piano builds the best and soundest 
foundation, even though later on the student may prefer, 
to play some other instrument. During the past few years 
it is indeed remarkable how the piano has grown in 
public favor. Radio unquestionably played a most im¬ 
portant part in this new development in the music in¬ 
dustry.* 

“More Americans are reading more books about music, 
too. W. W. Norton, president of the publishing house 
which bears his name, said, ‘The considerable increase in 
the sale of books about music during the last few years 
can be in part attributed to some of the excellent pro¬ 
grams which the National Broadcasting Company has 
sponsored.’ ” 

The Scars of Triumph 

W HEN Elbert Hubbard said “God will not look you 
over for medals, degrees or diplomas, but for 

scars,” he wrote the skeleton of the biography of most of 
the successful men of all time. What you are able to suffer 
and withstand, with a smile, is that which keeps you going 
on, on, on, upward to ever greater things, to the real glory 
of life. If you are familiar with the biographies of the 
great masters of music, you know that the scars are deep 
and cruel. The scars of injustice, of jealousy, of lack of 
understanding, of malicious calumny, are long and broad, 
but they seem to have been an inevitable part of the 
careers of many musicians. Just why the lash of destiny 
should cut so hard and mercilessly into the souls of those 
whose only aim is to bring to the world joy and beauty 
and nobility, is one of the sublime mysteries. Yet these 
very scars carve the character in men’s souls, which makes 
them strong and magnificent personalities. 

Read the lives of Handel, Mozart, Schumann, Chopin, 
Beethoven, Wagner, Berlioz, Debussy, Ravel, MacDowell, 
and you will find this idea far more eloquently expressed 
than in the feeble words of this editorial. 

Coronation 

W E HAVE just beheld the crowning of a queen—a 
queen in the loveliest of realms—music. Mrs. R. R. 

Forman, after eighty-two years of activity as a composer 
of hymns, anthems, songs and heart touching music, was 
laid to rest, during December, in the little community of 
Hightstown, New Jersey, where she spent the better part 
of her life. Her friends literally crowned her with love 
and buried her in flowers. Simple, sincere, unpretentious, 
sweet, and devoted to her ideals, she wrote hundreds of 
works which have been used in churches in all part? of 
the world. 

Many of those who sang her hymns possibly never heard 
of Beethoven’s “Fifth”; hut they found spiritual nourish¬ 
ment in her music, which was of great and lasting im¬ 
portance to them. Her beautiful life was reflected in her 
face, and she was rich in the grace of the Lord. 

THE ETUDE 



Musical Life in Australia 
RICHARD CROOKS 

Leading Tenor oj The Metropolitan Opera Association, Distinguished Concert and Radio Soloist 

In A Conference Secured Expressly Jor I he Etude 

'By ROSE HEYLBUT 

ALTHOUGH it was primarily 
ZA "business” that carried me on my 
X JL first visit to Australia, I was de¬ 
lighted at the prospect of studying at first 
hand the musical conditions of a country 
that lies so far removed from what we are 
inclined to call "the music centers of the 
world.” What should I find there? I admit 
I knew but little about Australia. It had 
sent us Melba, of course; Percy Grainger, 
Florence Austral. Ernest Hutcheson. Mar¬ 
jorie Lawrence, and John Brownlee. But it 
is never a good practice to judge the 
musical qualities of a land solely in terms 
of its "celebrities.” and so I was curious as 
to what I should find by way of an or¬ 
ganized musical life. 

At once. I was impressed by two things. 
First, the general musical interest through¬ 
out Australia is tremendous; and, second, 
its way of expressing itself is rather differ¬ 
ent from anything we know here at home. 
Everywhere you go in that great island 
continent—from Sydney and Melbourne, to 
Adelaide. Brisbane, or Perth, and in New 
Zealand from Auckland to Dunedin, one 
feels the keen personal interest the people 
take in musical matters. It is not an “in¬ 
herited tradition,” in the way that you 
might expect to find a love of opera, for in¬ 
stance. among the Italian colonists of the 
Argentine; it is entirely a personal reach¬ 
ing out towards music, for no other reason 
than that the people appreciate it and want 
more of it. The Australians are mostly 
descended from pure British stock—the sort 
of stock which, if found in the more cosmo¬ 
politan centers at home, might or might not 
devote itself to musical pursuits. But trans¬ 
ported those many thousands of miles away 
from amusements and distractions of the 
ready made variety, the people have had to 
make a fresh start, planning spiritual rec¬ 
reations for themselves, instead of depend¬ 
ing upon the age old traditions of Drury 
Lane or Covent Garden. This, to my mind, 
is important. When you find Australians 
reaching out for music, it means that they 
voluntarily classify it among the needs of 
living. 

An Inherited Culture 
It will make it clearer, perhaps, to risk 
a brief digression about the character of 
these people, who derive from the British, 
but who seem more like Americans, in their 
outdoor breezy charm and their hardy in¬ 
dependence. The Australian, I may say, 
takes nothing on faith. He follows no fads 
or movements simply because they are the 
thing to do. Whatever habits or customs he 
adopts, represent a very discriminating 
means of filling some definite need in his 
life. Australia, you must remember, lies 
thousands of miles from anywhere. It takes 
time to bring new styles and new fashions 
to the people out there, and generally con¬ 
siderable expense as well. New fashions in 
clothes, new music, new "stars." new games 
are not matters of everyday occurrence. As 
a result, the people are thrown more upon 
their own resources. Instead of depending 
upon foreign leads, they think and devise 
for themselves. All of which proves that 
when the Australians take music to their 
hearts, it means something. 

The first thing that impressed me was the 
fact that in the Australian cities music 
seems able to thrive independently of the 

“star system." The question in the minds 
of the concert goers is not "whom are we 
going to hear, and is he the ‘fashion’," but 
' what are we going to hear, and is it good 
music”? There is a vast difference in those 
points of view; and. in judging of the 
musical life of a land, it is an important 
difference. Concerts are not necessarily de¬ 
pendent upon visiting celebrities. There is 
a fair amount of local professional talent; 
and besides, the very excellent conserva¬ 
tories, which one finds in all the major 
cities, are usually equipped with recital 
halls, where the students frequently offer 
solo and ensemble concerts. These concerts 
are enthusiastically attended. Many of the 
programs are also broadcast, with the re¬ 
sult that the public hears fine music at the 
same time that to-morrow’s native stars are 
afforded a splendid opportunity of making 
themselves heard. Programs of this type 
are not sandwiched into unimportant hours, 
either. These concerts of native talent are 
accorded every possible dignity and en¬ 
couragement. 

Obstacles Overcome 
In the professional concert field, we 
found a great difference in the arrangement 
of the concert season. Here in America we 
plan our seasons fairly completely in ad¬ 
vance. If you are a concert subscriber, this 
means that as soon as the course tickets 
are offered you can know exactly whom 
you are going to hear and when you are 
going to hear them. If you are a performer, 
it means that somewhere along towards 
September your manager sends you a full 
tour route showing exactly where you are 
to appear and when you are to go there. 
In Australia, it is different. Owing, again, 
to the comparative isolation of the coun¬ 
try and the comparatively smaller number 
of tours organized there, each artist who 
comes represents a season in his own right 
—something like an entire opera season. 
For example. An artist may enter Mel¬ 
bourne or Sydney with an initial booking of 

perhaps four concerts each. This does not 
mean, however, that he will sing only those 
four concerts. He may find himself prepar¬ 
ing three times the number before he leaves. 
It is always the popular demand which 
regulates the length of the artist's stay, and 
no one knows in advance just what that 
demand will be. If, after the fourth an¬ 
nounced concert, the people ask for more, a 
fifth and a sixth and a seventh will be 
arranged. This is true in all the Australian 
cities. At the start I thought this an un¬ 
usual procedure, but it trot to be a real 
incentive. One always wants to give his best 
to an audience; but to be asked for a twelfth 
recital, not because it is booked, but because 
the public really wants it—well, it gives one 
a very special feeling of appreciation. My 
major city tours were announced for five 
initial concerts, and grew to fourteen. These 
concerts took place every second or third 
night. I gave three or four recitals a week, 
always in the same hall of the same town, 
but with different programs. I had carried 
ten programs with me, and had to work out 
four extra ones between the prearranged 
events. It is what one might call a repertory 
season of songs. 

In addition to these seasons of visiting 
soloists, the Australians have much fine 
symphonic music, provided by an excellent 
orchestra of their own. There is but the 
one orchestra. It is under Government 
sponsorship and consequently belongs to the 
country as a whole, and not to any one city. 
It is called the Australian Symphony Or¬ 
chestra and, in the eight months or more 
of its official season, it visits all the major 
cities. Through the years of its existence, 
this organization has been directed by many 
distinguished conductors. Henri Verbrug-
ghen, I believe, helped to give it a firm 
foundation of training and musicianship, 
before he came here to take charge of the 
Minneapolis Orchestra which he served so 
long and so well. Other “guest" conductors 
have included Sir Hamilton Harty and 
Maurice de Abravanel, at present of the 

RICHARD CROOKS 
As he lands in Australia with Mrs. Crooks, Richard, Jr., and Patricia Crooks. 

Metropolitan Opera. The artistry of the 
Australian Symphony Orchestra is equal to 
that of the finest symphonic organizations 
of the world, and the choice of its programs 
is diversified and interesting. Those of us, 
who have not been in the habit of looking 
upon Australia as one of the world’s music 
centers, would do well to ask ourselves how 
many American orchestras can keep busy 
eight to nine months of the year? 

1 he Season on the Air 
Even when the concert season is offi¬ 
cially done and the conservatories are 
closed, the Australian public still gets good 
music. The broadcasting companies send out 
concerts of electrical transcriptions or 
phonograph records. To my delighted sur¬ 
prise I found that, even though I had never 
been there before, my singing was quite 
familiar to the Australians, through public 
performance of my records. Thus, at the 
quiet time of the year the public may hear 
Toscanini's rendition of Beethoven's “Sev¬ 
enth Symphony,” or even the voice of 
Caruso. I do not suggest that this is quite 
equal to hearing Toscanini in the flesh; but 
what a superb substitute! In Australia there 
are both governmentally and commercially 
sponsored broadcasts. “A” class stations 
carry no advertising but are supported by 
license fees collected by the Postmaster 
General’s Department. “B” class stations 
carry commercial advertising and depend 
upon advertisers for their support. 

Each of the major cities has a conserva¬ 
tory of music, splendidly equipped, staffed 
with eminent teachers, and offering courses 
as complete as those to be found anywhere 
else in the world. Through personal experi¬ 
ence, I am most familiar, perhaps, with 
those in Sydney and Melbourne; though I 
have heard reports of and students from 
other schools. As my assisting artist in sev¬ 
eral concerts I had an extremely gifted 
young girl violinist from the Sydney Con¬ 
servatory, and I counted myself fortunate 
to have her services. The distribution of 
serious music students is exactly what you 
would find in New' York or Paris. Many 
are preparing themselves for public careers, 
many look forward to teaching, while a 
goodly proportion study entirely for the 
sake of becoming familiar with music and 
carrying it into their own homes. 
I must say a word about home music 

in Australia. I wish we had as great an 
amateur interest in easy, informal, family 
singing and playing. Most amusements, as 
a matter of fact, are of home origin and 
home participation. Because of the self¬ 
dependent character of the people and the 
absence of fails, a large share of all 
Australian fun is of the kind one can de¬ 
vise for one’s self. There is little night life 
in the larger cities, but a great deal of 
home fun—games, outdoor picnics, husband 
and wife golf matches, and music making. 
It is by no means uncommon to be enter¬ 
tained. at a family gathering, by songs and 
instrumental selections offered by the fam¬ 
ily group. And the performances are splen¬ 
did. Amateur music, in its real and best 
sense, is in a thriving state. 

By way of supplying new' music to the 
layman, the local publishers bring out in¬ 
expensive Albums containing the most pop¬ 
ular selections in the repertory of visiting 
artists. I am very proud of the "Richard 
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Crooks Album,” which includes the follow¬ 
ing songs from my concert repertory: 
Beautiful Isle of Somewhere ; All Through 
The Night; Open The Gates of The 
Temple; Serenade; The Old Refrain; 
Have You Seen Rut A White Lily Grow; 
Love Song; Then You'll Remember Me; 
Killamey; Kathleen Mavourneen; Believe 
Me If All Those Endearing Young 
Charms; I’ll Take You Home Again, 
Kathleen; Song of The Skylark; Rose of 
Tralee; Questa O Quella; Love Has Eyes; 
Come Where My Love Lies Dreaming; 
and Drink To Me Only With Thine Eyes. 

Some Native Characteristics 
Since my return, I have been asked a 
great deal about native music in Australia, 
and how the contribution of the Maoris is 
felt. First of all, let me clear up the story 
of the Maoris. Like Frances Alda, who 
was so long a mainstay of the Metropolitan 
Opera Company, they are not in any sense 
natives of Australia, proper. They belong 
in New Zealand, some twelve hundred 
miles away, where they live on as descend¬ 
ants of the aboriginal Polynesian tribes, 
a kindly, friendly lot, who keep separate 
from the British New Zealanders. These 
Maoris have a native music, but evidently 
they were not excessively musical in the 
beginning, for their native airs are derived 
from outside sources and have been simply 
colored with Maori chants and rhythms. 
Much of this native music has its roots 
in the old missionary hymns, which were 
carried out to New Zealand by the early 
settlers, took root there, and live on in 
a queerly hybrid but most interesting form. 
I have brought back a set of records of 
these songs, which clearly show their mis¬ 
sionary ancestry and their native color. 

Most of these Maori airs are songs, used 
either as songs proper or as accompani¬ 
ments for native dances. Rarely do you 
find instrumental music. Occasionally there 
is accompaniment, on a sort of one-stringed 
ukulele ; but generally one finds pure chant¬ 
ing, the rhythm set by clapping the hands 
or stamping the feet. The rhythmic effects 
produced by the Maoris are remarkable. 
I found their Poi Dance especially inter¬ 
esting. This is done with a Poi, or ball 
of flax, • attached to the hand by a long 
string. (It is something like the games 
with rubber balls with rubber strings that 

little girls play on our pavements as a 
welcome to spring, but larger.) As they 
dance, with subtle, swaying motion, the 
executants bounce the Poi attached to the 
left hand on the back of the right, and 
the Poi attached to the right hand, on the 
back of the left. They never miss aim, 
and whirl the balls in the swiftest rhythms, 
imitating the gallop of a horse, the patter 
of rain, the tramp of marching, and other 
effects. Curiously enough, these rhythms 
have never been successfully reproduced by 
any other people, although many students 
of music and the dance have tried to 
analyze them. The Maoris rarely come into 
the cities, and it is a wonderful experience 
to see their performances in native setting. 
An Australian composer, Hill by name, 
has produced some very fine things which 
make use of native Maori elements. 

By way of illustrating the keen musical 
interest in Australia (and which roots in 
musical values rather than in star glam¬ 
our), let me tell briefly of the contest spon¬ 
sored by a Sydney newspaper. Subscription 
funds were raised for the purpose of en¬ 
abling some worthy native music student 
to pursue further studies. The contest was 
won by Mr. Robert Cecil Nicholson, a 
young man who had at one time worked 
for his living in the coal mines, and who 
possesses one of the finest baritone voices 
I have ever heard. It is my privilege to 
act as musical counselor to Mr. Nicholson, 
and I have encouraged him to study under 
my own teacher, Mr. Frank La Forge. He 
should be heard from before many more 
years elapse. We, in New York, have a 
Metropolitan Opera and a Carnegie Hall ; 
but, to date, no newspaper has offered to 
provide the funds with which to train tal¬ 
ented students for appearance in either. To 
return to a phrase I have already used, a 
musical interest of such proportions means 
something. 
On the whole, I should rank the great 

continent “down under” among the really 
musical lands of the world. The people 
have the chance of hearing the best, and 
they take that opportunity in the form of 
personal fun. When Australia sends us a 
Melba and a Grainger, there is nothing in 
these circumstances that should surprise 
us—those of us, at least, who have been 
fortunate enough to observe the musical 
life of the land at first hand. 

Melody Study a Stimulant 
By EPHRAIM ERASMUS HONEYMAN 

Perhaps there is no composer whose music 
is more invigorating than that of Schu¬ 
mann. He had one of the most active and 
stimulative minds in all the annals of 
music, and no student can come in contact 
with it, through the use of even the tiny 
masterpieces in the “Album for the Young, 
Op. 68,” without being lifted into a new 
musical world. Of course the services of a 
good teacher will be needed to direct the 
study and to guide the student so that he 
comes in contact with the inner spirit of 
the music and not merely with its skeletons. 

There could be nothing better for the 
average student than a book containing 
only Adagios and deep lyric slow move¬ 
ments by Beethoven and other composers. 
These slow movements are but idealized 
folk songs; and they may be taken for 
study long before the average pupil is 
prepared for a fugue or the Allegro of a 
sonata. Adagios should be studied for the 
sake of their emotional messages ; allegros 
may be indulged in as sources of technical 

equipment and at the same time as vigor¬ 
ous spiritual stimulants. 

Technic is more easily and effectively 
mastered when it is used emotionally in the 
study of the best type of compositions, 
rather than by a too copious indulgence in 
Etudes. Not that the student is to be al¬ 
lowed to struggle with the virtuoso’s 
repertoire. There is a vast store of music 
by the masters, which is of but medium 
technical difficulty but still contains gran¬ 
aries of food for the musical soul. 

Bach furnishes an inexhaustible source 
of materials that will develop technic; but 
this side of the study of his works may be 
easily overdone while the rich inner life 
of his com^isitions is overlooked. If the 
student can but come to realize the depth 
of feeling which underlies almost every 
phrase the dear old Cantor wrote, and 
will persistently endeavor to bring out the 
proper coloration of the pieces studied, 
there is no more productive study to be 
done. 

» * * * * 

"Music is the only sensual gratification mankind may indulge in to excess 
without injury to their moral or religious feelings.”—Samuel Johnson. 

^CORDS AND ^ADIO 

PETER HUGH REED 

THE PAST YEAR has been truly a 
“record” year; for^he increase in 
record sales has been enormous. The 

manufacturers of Victor records report over 
8,000,000 sold. The emphasis on good music 
is greater than ever before in the history 
of the business. This news is gratifying, 
for it conclusively proves that America is a 
musical nation, a nation interested in the 
perpetuation of good music rather than its 
casual dissemination. 

Bach—sometimes called the father of 
modern music—still holds the interest of 
the public. One of the foremost musicians 
in America to further interest in Bach’s 
music has been Leopold Stokowski. The 
purist decries his transcriptions of Bach, 
but the public endorses them unreservedly. 
Stokowski was recently acclaimed by one 
New York critic as the transcriber who 
“transcends in transcription.” It will be 
admitted that, for sheer splendor of sound 
his orchestral transcriptions are impres¬ 
sive, whether one agrees with his pur¬ 
poses or not. In his latest Bach album 
(Victor Set M-401), Stokowski gives us a 
re-recording of his most noteworthy trans¬ 
cription—the Passacaglia which Bach wrote 
for keyboard instrument. With it will be 
found chorales from an Easter cantata and 
the “St. Matthew Passion,” a Sarabande 
from a violin partita, a hymn, and a new 
arrangement of the familiar Aria from the 
“Third Suite,” familiarly known as Air for 
G string. 
Until Dr. Albert Schweitzer last year 

played his first series of Bach organ re¬ 
cordings (Columbia set 270), on an instru¬ 
ment conforming in tone to the organ Bach 
used, organ recordings of the master’s 
music were never admitted to be entirely 
satisfactory. Dr. Schweitzer’s recordings 
have been distinguished for their clarity of 
outline. His interpretations of Bach’s music 
are more scholarly than showy, and from 
this standpoint they have been praised. 
In Columbia album 310, Dr. Schweitzer 
continues his series of Bachian recordings 
with thirteen “Chorale-Preludes.” 

Some of the finest organ recordings to 
date are Musicraft’s issues of Bach’s fifth 
and sixth “Trio Sonatas” for organ (set 
No. 6), and the same company’s issue of 
an album of “Early Organ Music” (set No. 
8), containing compositions by Froberger, 
Hofhaimer, Cabezon,' Byrd, Sweelinck, 
Buxtehude and others. These recordings 
played by Carl Weinrich on the organ of 
the Westminster Choir School of Prince¬ 
ton are truly treasurable ones. Mr. Wein¬ 
rich is, perhaps, the most enjoyable organ¬ 
ist to make records to date, for he realizes 
not only the linear clarity of the music but 
also its vitality. 

Next to Bach, Mozart seems to be the 
most popular composer with the recorders. 
Seven works, recently issued, include the 
composer’s early flute quartets in D and A 
(K-285 and 298) in somewhat too straight¬ 
forward performances by the Oxford En¬ 
semble, of radio fame (Musicraft album 
set 7) ; the “Flute Concerto in G major” 
(K-313) played with fine finesse by M. 
Moyse, the French flutist and an unnamed 
orchestra (Victor set 365), the piano “Con¬ 
certo in B-flat” (K-450) engagingly per¬ 
formed by Elly Ney and chamber orchestra 
(Victor set M-365), the piano “Concerto 
in F major” (K-0459) stylistically played 
by Schnabel . and the London Symphony 
Orchestra (Victor set M-389) ; the lovely 
serenade Eine kleine Nachtmusik unforget¬ 
tably rendered by Bruno Walter and the 
Vienna Philharmonic Orchestra (Victor set 
M-364) ; and the “Quartet in E-flat major” 

(K-428) played with fine polish and style 
by the Pro Arte Quartet. 
Two works of Beethoven, his “First 

Piano Concerto, Opus 15,” and his “Ham¬ 
merklavier Sonata, Opus 106,” representing 
opposite ends of his career, come to us in 
interesting new recordings. The former, 
played by Walter Gieseking with the Berlin 
State Opera Orchestra (Columbia set 308), 
is a performance which finds more in¬ 
gratiating qualities in the music than does 
Schnabel (Victor set M-403), who is justly 
famed for his playing of Beethoven’s piano 
music. Comparison with Kempff’s set of 
this work finds Schnabel excelling him on 
many points of the score, while the honors 
on piano tone in reproduction go to the 
former issue. 
Brahms’ “Concerto for Violin” is ad¬ 

mittedly a difficult work, yet when a vio¬ 
linist of Fritz Kreisler's stature plays it 
one does not expect to be reminded of its 
difficulties. In the violinist’s re-recording 
of this work (Victor set M-402), it is dis¬ 
appointing to find Kreisler not too happy 
in his performance of the protracted first 
movement, and most gratifying to find his 
playing of the second movement so richly 
rewarding. John Barbirolli and the London 
Philharmonic Orchestra assist the violinist 
in his performance which is excellently 
recorded. 

Humperdinck’s “Hansel and Gretel” first 
saw the light of day forty-four years ago. 
Its fresh humor and charming naive mel¬ 
odies seem to be ageless, however, for this 
opera is just as appealing to-day as ever. 
The overture founded on themes from the 
opera begins and ends with the children’s 
prayer. A new recording of this overture, 
made by the British Broadcasting Orches¬ 
tra, direction Adrian Boult (Victor disc 
11929), presents an expressive reading. We 
recommend it to our readers. 
Berlioz’s “Roman Carnival Overture” 

seems to be popular with recorders. It is, 
of course, an old favorite in the concert 
hall. Mr. Fiedler, conducting the Boston 
Pops Orchestra (Victor disc 12135), gives 
us a brilliant reading of this music. His 
realization of the excitement in the allegro 
section, which is founded upon an Italiarj 
dance known as the saltarello, is particularly 
noteworthy, and conforming to the com¬ 
poser’s wishes. 

Oryanguren, the guitarist, continues nis 
splendid series of recordings with a “Grand 
Sonata, Opus 22,” by Ferdinand Sor, a 
famous Barcelonian guitarist of the be¬ 
ginning of the nineteenth century. Here is 
music out of the beaten track well worth 
hearing. Oryanguren is a gifted artist quite 
on a par with his famous countryman 
Segovia. 
The recording of Bach’s Double Motet. 

made by the Westminster Choir of Prince¬ 
ton (Victor discs 1845, 14613), is a poor 
performance of a genuinely beautiful work. 
One cannot understand Victor releasing a 
recorded performance like this. 
Recommended : Marguerite Long’s per¬ 

formances of Fauré’s Nocturne No. 4 and 
Barcarolle No. 6 (Columbia disc 69063) ; 
Parry Jones' singing of two of the finest 
of English songs, Warlock’s Sleep and The 
Fox (Columbia disc 318-M) ; Gerhard 
Hüsch and Margherita Perras singing duets 
from “Don Giovanni” and “The Magic 
Flute” (in German) (Victor disc 4374) ; 
McCormack's fine singing of The Kerry 
Dance and She Is Far From the Land 
(Victor disc 146H) ; and the charming trio 
for two flutes and violoncello by Haydn, 
known as the “London Trio No. 3” (Musi¬ 
craft disc 1025). 
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All About Four Hand Music 
«By PRESTON WARE OREM 

THE PIANOFORTE has been called 
the “Orchestra of the Home.” Quite 
so! But would that it could be used 

more regularly as such. Pianos are to be 
played upon; not to be covered up and piled 
with bric-a-brac. One does not need to be 
a virtuoso in order to play the piano, and 
even to play it well. Besides, a piece of 
music, to be good, need not be difficult ; 
and an easy piece is never bad. just be¬ 
cause it is easy. Our point is that the 
“Orchestra of the Home” should be in use. 
If the “tired business man’’ sees fit to 
amuse himself of an evening by “picking” 
out tunes with one finger, he should not 
be frowned upon; nor, should the son of 
the house, interested from the High School 
standpoint, be discouraged if he sees fit to 
make a few tentative assaults upon Bach’s 
“Well Tempered Clavichord.” as we have 
heard done recently in an enlightened 
home. Even the family baby might be given 
a miniature pair of boxing gloves and be 
turned loose on the keyboard. By chance 
he might evolve some modern (?) tone 
clusters. And to what is all this chatter 
leading? Simply to the fact that, after all. 
it is more fun to make music for one's self 
than to listen to it ; and to the further fact 
that it is still better to make music in col¬ 
laboration with another. And this leads us 
to one of our own pet hobbies: Four hand 
music. 
And when may this four hand playing 

begin? Right away! We have our own 
ideas to the preschool age in piano teach¬ 
ing; but that is an entirely different story. 
Be that as it may, there is no reason why 
the first actual tone produced by the be¬ 
ginner. young or old, should not, in some 
manner, be accompanied by the teacher; 
thus music is made at once. In fact some¬ 
thing of the sort seems to have been in the 
minds of those older teachers and com¬ 
posers—Diabclli. Low. Koelling. Sartorio, 
Nölck, and others—who instituted the 
teacher and pupil duets, with the student’s 
hands in the five-finger position. 

But when did four hand playing actually 
start; who instituted it; and who first 
wrote for it? W’e wish we knew, exactly; 
but we can work it out. pretty nearly. In 
the famous picture of Mozart and his 
sister playing together, we have wondered 
often, ourselves, as to what might be the 
particular piece engaging their joint efforts. 
Now Mozart was born in 1756 and he was 
a prodigy when seven years of age. The 
oldest published pieces, originally for four 
hands, of which we can find any record, 
are by Johann Christian Bach ( 1735-1782) 
youngest son of the great Johann Sebas¬ 
tian; and these are hailed by musicologists 
as the direct precursors of those by Mozart 
himself. One of these sonatas (especially 
the one in A) might well be the piece they 
are playing: unless it is by the young 
Mozart himself, or some arrangement by 
his father. At any rate, we have found 
a good starting point. 

7 be Versatile Piano 
Not until we come to the pianoforte 
itself do we find a chance for effective 
duet playing. Neither of its predecessors, 
the clavichord nor the harpsichord, could 
have been satisfactory for the purpose; 
both were unsuited in tone color; both 
lacked the essential sonority. Nevertheless, 
Mozart is said to have preferred always 

to use the earlier types of these instruments. 
It is pertinent to our subject that we give 

some consideration to the mechanism of 
the modern piano. Shortly after the be¬ 
ginning of the eighteenth century, the once 
abandoned idea of setting the string into 
vibration by means of a hammer was re¬ 
vived; and from this revival emerged the 
piano as we now know it. Still it is a tar 
cry from the hammerklavier of Beethoven’s 
time to the squares, grands, uprights and 
even the miniatures and spinets of the 
present day. Yet during these two centuries 
of its own progress the piano has estab¬ 
lished itself as the chief vehicle for musical 
expression through the years of the world's 
greatest growth in original musical creation. 

Let us give further attention to the 
mechanism of the piano; its stringing 
should engage our particular attention. 
Strings in musical instruments have been 
employed, as we know, from the very 
earliest times. In acoustics, a string is “a 
perfectly uniform and flexible filament of 
solid matter stretched between two fixed 
points.” From the instrument known as 
the monochord, invented by the philosopher 
Pythagoras, in the 7th century. B. C.. has 
been developed much of our knowledge 
of the nature and mysteries of the tonal 
art. But, it may be asked, why all this 
pother about acoustics? It is just this. If 
the piano is an “orchestra.” then for it 
we must have an “orchestration”; and here 
is where we are directly concerned. While 
practical musicians have had more or less 

occasion to deride the science of acoustics, 
nevertheless this science has hcljæd musical 
instrument makers immeasurably. And. if 
more attention were paid to this orchestra¬ 
tion for the piano, even, in certain cases, 
by composers highly gifted, there might 
be less insensate "beating of the box” as 
the man in the street calls it. and a more 
sympathetic treatment of the instrument 
and its resources. Volumes could be written 
on the subject of strings, alone; although, 
as a matter of interest, for two thousand 
years no notable advance was made upon 
the discoveries of Pythagoras, until the 
Franciscan friar. Père Mersenne (the 
“bather of Acoustics”), began his very 
earnest investigations. 

Reader, Aieet Your Instrument 
Dear reader, have a good look at the in¬ 
side of your own piano! Note well the 
strings and the method of stringing. Some 
of these metal strings are thick and heavy, 
some wrapped with fine wire, some are not. 
All of this is for the purpose of giving 
balance and homogeneity to the complete 
scale or compass. As a matter of course, 
the more acute sounds are produced by 
short, light and slender strings; the graver 
tones by strings that are proportionately 
longer, thicker and heavier. Moreover, to 
produce tones of certain definite pitch and 
quality, it requires in some cases but a 
single string to give the desired result ; in 
other cases, two strings (or unisons); 
in still other cases, even three strings. The 

This interesting picture shows how Duet Playing always is a source of Musical Joy 

tensile force with which the wires of a 
modern full concert grand piano are 
stretched, is amazing. In the aggregate it 
may amount to a total weight of thirty-six 
tons; hence, the heavy framework of the 
modern piano. Now it stands to reason 
that, with such an extended compass, and 
with such necessary differences in string¬ 
ing. the piano must possess certain different 
registers or contrasts in tone quality; and 
it is w ith these registers that we are much 
concerned in this article; since such con¬ 
stitute the basis for our orchestration. 
Franz Liszt set great store by this idea; 
even to the extent of suggesting that or¬ 
chestral colorings might be imitated suc¬ 
cessfully. These possibilities have been by 
no means exhausted. 

Historically we have started our expo¬ 
sition of four hand piano music with Bach 
the youngest. Mozart seems to have been 
his logical successor; and this in spite of 
his early disfavor for the piano. His com¬ 
plete published works for four hands 
comprise four sonatas, two fantasies, a set 
of variations and a fugue. The sonatas are 
beautifully made, well-balanced and effec¬ 
tive throughout. We prefer the AY. /. in 
I) major. The Fantasia .Vo. 2 in /• minor 
is masterly; so good that the celebrated 
English organist, W. J. Best, made of it 
a fine transcription for his ow n instrument ; 
not easy to play, however. The Variations 
are pleasing and ingenious; and the Faillie 
(a tonal one), although less effective, is a 
fine bit of contrapuntal construction. 
Mozart’s contemporary, and sometime rival. 
Muzio Clementi ( 1752-1832), seems to 
have taken to the piano “like a duck to 
water.” Those of us who have struggled 
with his “Gradus ad Parnassum” (to our 
technical advantage, we hope) know some¬ 
thing about this. Clementi’s four duet 
sonatas arc of uniform excellence, showing 
a fine feeling for color and sonority ; and 
we like particularly the .Vo. 3 with its fine 
Minuet. Although Clementi’s genius was 
overshadowed ere long by that of Mozart, 
nevertheless he accomplished much for the 
piano and for piano playing. 

And about that orchestration? Let us 
make our own start at it, right here. In 
a certain book on Instrumentation, for the 
orchestra, we have seen a table of com¬ 
parisons showing just how the C major 
chord had been written out for full or¬ 
chestra by various great composers. Of all 
of these, we like best the one as set forth 
by W agner, for the opening chord of the 
Overture to “Die Meistersinger.” The first 
time we heard that chord, as a boy, we 
felt the skin of our scalp tighten and our 
hair stand right up. And. next best, we 
like the way Beethoven does in the last 
movement of the “Fifth Symphony.” Now 
how would we score the same chord for 
piano, four hands, full and rich? Thus : 
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And why? Because we must take into 
consideration the tonal balance, the color¬ 
ing and the registers of the piano. Gen¬ 
erally speaking, the piano has four distinct 
registers, although the points of demarca¬ 
tion are not rigidly distinct. Let us discuss 
these registers, beginning at the top of the 
keyboard. The topmost register is that 
“glassy” or brilliant one, dear to the hearts 
of the finishing school misses of the mid¬ 
dle of the nineteenth century; the vehicle 
for all the music-box imitations from Pol-
dini to Liadoff : and still useful for a 
variety of purposes, as we shall see. Then 
comes the melodic or the treble (as you 
please) register. In spite of Chopin’s fond¬ 
ness for tunes in this register, we are 
inclined to distrust it, it is so likely to be 
submerged by too heavy accompaniments 
in other registers. Just try to make the 
theme of Chopin's Nocturne in D flat stand 
out properly against that spread out accom¬ 
paniment. We heard it done the other day 
with the treble part piano and the bass 
forte. Not so good! We do not like the 
so-called “large tone” of the modern 
virtuosi; it is just pounding after all, say 
what you please. With safety, one cannot 
force a piano. 
The next might be named the baritone 

register, the one so much preferred by 
Franz Liszt for the delivery of so many 
melodies, both original and transcribed ; 
one recalls at once the famous Love Dream 
and Wagner's Eveniny Star. In four hand 
music, as we shall see, this register is of 
use in delivering melodies or counter¬ 
melodies. and in backing upon strengthen¬ 
ing melodies assigned to other registers. 
And now our final register is the bass, 
the real bass. 

Now let us examine our scoring of that 
C major chord. To get this, we have em¬ 
ployed sixteen fingers. Why not eighteen? 
Let us see. We have used up our complete 
chord, octave position for the right hand 
(Primo) ; fifth position for the left 
hand (Primo). This closeness of the parts 
is desirable in the upper two registers. Had 
this chord been a Dominant Seventh (or 
other dissonant combination), we could 
have used up the remaining finger in either 
hand for the dissonant member. And now 
for the Secondo: in the lower two reg¬ 
isters it is undesirable to bring the mem¬ 
bers of chords too closely together, even 
in a full passage. We know that it is done, 
but it is never good. Moreover, the third 
of any chord being its most prominent 
member, it need not be doubled further ; 
whereas, the fifth and the root may be 
doubled almost at will. In the lowest reg¬ 
ister, intervals of less than a perfect fifth 
are apt to sound tubby. 

Exploring Neu' Fields 
Unfortunately. in the earlier works on 
piano music or piano playing, little is said 
about the matter of four hand pieces, either 
original or transcribed ; consequently, it be¬ 
comes more interesting for us to delve into 
this earlier history for ourselves. 
Continuing our survey of the classic 

composers, we find nothing of original four 
hand music by Haydn, and not a great 
deal by Beethoven. The latter probably had 
his head too far up in the clouds to be 
bothered with it. However, we may make 
mention of his only “Sonata for Four 
Hands, Op. 6” (effective in its way. but 
hardly an improvement upon those of 
Mozart) : his three Marches. Op. 45 (the 
real Beethoven, this time) of which No. 3 
is the best: and two sets of Variations. But 
Beethoven’s very capable, though unfortu¬ 
nately overshadowed contemporary, J. N. 
Hummel ( 1778-1837) did write acceptable 
four hand music. We have in mind, in 
particular, the beautiful “Sonata in A-flat, 
Op. 92,” with its fine slow movement, 
delicately embroidered in the classic style. 

But the first great genius of four hand 
music was unquestionably Franz Schubert. 
It is on record that he was extremely fond 
of four hand playing: just another one of 

us enthusiasts. Many seem to have over¬ 
looked the fact that his now celebrated 
Military March (in D) was originally for 
four hands; and, in spite of its many 
arrangements and derangements, it is still 
best in this form. Note in this number 
Schubert’s fine feeling for the registers of 
the piano and the clever twists of his har¬ 
monies. All of his marches, in fact, are 
worth while. And the polonaises ; there is 
a beauty in Polonaise, Op. 61, No. I (D 
minor), remarkable for its piano orches¬ 
tration. On hearing the Schubert marches, 
Chopin is said to have exclaimed : that 
they made him “see the passing by of the 
whole Austrian infantry, its bayonets gar¬ 
landed with strings of sausages!” 

And Richer Treasures 
As relate» by both Moscheles and Ferdi¬ 
nand Hiller, Mendelssohn was another 
lover of four hand music; although his 
published works in this form are limited 
in number. Both are show pieces, remark-

of Beethoven and welcomed at once by 
serious musicians, grew but slowly in public 
esteem until the publication of his famous 
“Hungarian Dances" in 1869 ; dedicated to 
Mme. Clara Wieck Schumann. The touch¬ 
ing lifelong friendship between Brahms 
and the widow of Robert Schumann is one 
of the most beautiful in musical history. In 
these pieces we find the scoring for four 
hands so admirable that we prefer them 
as they stand to any and all arrangements 
even for large orchestra. Only in the case 
of the shorter dance, in A major, are the 
themes actually traditional. The themes 
from the remaining dances are taken from 
such lesser lights as Keler Bela, Ritzner 
and others. The very successful advent of 
the “Hungarian Dances” was followed by a 
whole series of national dances, most of 
them surprisingly good (and all for four 
hands). However, the “Slavic Dances” of 
Dvorak were done to order in 1878, for 
Simrock, the Berlin publisher. The themes 
in these are original, largely, but in char-

Hands are the Keys to many Musical Thrills 

this device we must go far back to Scar¬ 
latti; but we like it. 
We have admired often the photograph 

of Grieg and his wife seated at the piano, 
two artists in domestic musical felicity: 
just another pair of “us fans.” Grieg, one 
of the most subtle of all harmonists, made 
a valuable contribution to our national list 
in his “Norwegian Dances.” Fortunately, 
too, lie made effective four hand arrange¬ 
ments of some of his other important 
works. And, to go back a little, Rubin¬ 
stein's gorgeous Bal Costume. Op. 103 
makes another famous addition to our 
original four hand repertoire. Number 
seven of this set. Toreador ct Andalouse, 
is the best known. It is a model of colorful 
construction. 

There are certain composers of the cen¬ 
tury just passed who have proven con¬ 
spicuous in four hand writing ; some of 
them might otherwise have been forgotten. 
Adolph Jensen wrote beautiful songs, little 
heard nowadays, but his IVcddiny Music 
has become a standard duet number ; and 
likewise his Evcnmy Music. Heinrich Hof¬ 
mann’s “Love Story” is a fine group, the 
best movement of which is the Barcarolle. 
There is a Landler by Bargiel that we like, 
also a Gavotte by Scharwenka, and a 
Riyaudon by Chaminade. The four hand 
pieces of Robert Volkmann are extremely 
good. The Russians are Cominy, from "Op. 
11,” being one of his best. Then there is 
a fine set of pieces by Berthold Tours that 
should be heard more often. This composer, 
a disciple of Gounod, is better known by 
his church music; be was for many years 
the critic for Novello in London. 

And Americans Also 
Although our own E. A. MacDowell 
gave but little attention to four hand music, 
his “Three Poems, Op. 20” is a fine work ; 
its second number, Talc of Chivalry, being 
very interesting. In these latter days we 
hear but little of Louis Moreau Gottschalk, 
another American, the first of what we 
might call the “multiple pianists,” fond of 
leading groups of a dozen or so players, 
the pioneer of all the hippodromists of 
to-day. His Ojos Criollos—a Cuban Dance, 
is a masterpiece of its kind. 
The contemporary “modernists” have 

pretty well kept their hands off four hand 
music ; but we regard very highly the 
“Three Dances” of Cyril Scott. They grow 
on one. 

able in construction, the Variations, Op. 
83a (rearranged from solo form) and the 
Allcyro Brilliant. Op. 92. The latter espe¬ 
cially requires deft and refined treatment 
in performance. 
And Schumann ? Oh ! much may be 

looked for from that genius and prophet 
of the Romantic School. And we are not 
to be disappointed. His fine perception for 
the orchestration of the piano is nowhere 
more in evidence than in his “Pictures 
from the Orient, Op. 66.” Of these six 
pieces. Nos. 4 and 6 are the gems. In addi¬ 
tion to their richness of coloring, both are 
noteworthy as examples of modern part 
writing (free counterpoint) as applied to 
the several registers of the piano. So in¬ 
timate are their effects that they have 
tempted but little the transcribers and 
arrangers. As to his “Twelve Pianoforte 
Duets. Op. 85,” there is a little joke about 
the gem of this set, Evening Sony. No. 12. 
It is for three hands, not four (the left 
hand of the Primo player does not par¬ 
ticipate). But what a piece! It has been 
arranged for nearly everything under the 
sun, though very few know whence it 
actually comes. 

But, when we leave the classic transi¬ 
tional and romantic schools and approach 
the modern writers, we come upon a ver¬ 
itable treasury of four hand excellence. 

So now. Brahms ! This composer, hailed 
by Schumann as the legitimate successor 

acteristic vein. It is seldom that a work 
written to order is so successful, but these 
pieces are worthy, giving joy to many. 

The Later Com posen Is Generous 
And the subject of national dances brings 
us to composers still more modern, right 
into the midst of the nineteenth century. 
If the late Moritz Moszkowski (1854-1925) 
had written nothing else, his “Spanish 
Dances,” for four hands originally, alone 
would have made him famous. They seem 
to have been arranged for everything under 
the sun. When certain of the Spanish cavil 
at these dances as not being of native tim¬ 
bre, our reply is that it is a pity they did 
not engage Moszkowski to write their 
music for them. At any rate, this composer 
seems to have developed a flair for com¬ 
posing in the styles of various nationalities ; 
witness, for instance, his suite “From For¬ 
eign Lands, Op. 23,” every number in 
which is a gem ; and his “Hungarian 
Dance. Op. 11. No. 3,” we have heard stu¬ 
dents call this later a “wow.” So far, no 
composer, great or small, has shown a 
keener instinct for the tonal requirements 
of four hand “settings” than did Mosz¬ 
kowski. And, by the way, the occasional 
cross-hand effects found in the pieces of 
Brahms, Moszkowski and others are there 
for a purpose : the better to bring out cer¬ 
tain effects, themes, counter-themes, and 
important passage work. For the origin of 

And of four hand arrangements? Their 
name is legion. Practically all of the stand¬ 
ard classics, large and small, have been 
arranged and printed for four hands, every¬ 
thing from symphonies down to piano solos. 
Some arrangements are very good indeed, 
but many are awful. To arrange well, re¬ 
quires both insight and imagination, plus 
technical skill. The combination is rare. 
As a matter of fact, it is possible, although 
not always desirable, to arrange any com¬ 
position for four hands. Some pieces seem 
just to cry for it, while others are posi¬ 
tively repellent. In spite of all disadvan¬ 
tages, however, it is wonderful to have so 
many art works brought so close at hand ; 
and we can pick out our favorites as we 
go along. The symphonies and overtures 
are particularly useful. Most of Haydn’s 
symphonies go well, and even Mozart’s, 
but of Beethoven’s we like best the 
“Fourth.” “Fifth,” and “Seventh,” in the 
order named; especially the first mentioned, 
which sounds almost like a piano piece. 
Schumann’s “Symphony No. 1. in B-flat” 
is a good one, and so are Mendelssohn’s 
“Scotch Symphony” and “Italian Sym¬ 
phony.” We like best, for four hand play¬ 
ing, Brahm’s “Symphony No. 1, in C 
minor” ; and most of Tschaikowsky’s work 
out well, but they are ticklish in spots. 
Dvorak’s “Symphony ‘From the New 
World,’ in E minor” goes rather well. The 
standard overtures are good fun; especially 
the Italian and French, which are brilliant 

(Continued on Paye 128) 
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Music Written About Abraham Lincoln 
PEARL BROWN BRANDS 

Till-: FIVE HUNDRED and some 
compositions that refer to Abraham 
Lincoln hold a unique place among 

the published music of this country. There 
is no other so large group of popular songs 
and instrumental numbers relating to a 
great national figure. There is no other 
group of popular music so important to 
students of history as well as to students 
of music. 

The musical compositions written about 
Lincoln reflect the man and his relationship 
to his times. The songs give a surprisingly 
complete story of the most important part 
of Lincoln's life, for they deal with every 
significant event influenced by him from 
the time he was nominated for the presi¬ 
dency in 1860 until his assassination five 
years later. Lincoln musical pieces consti¬ 
tute an obblii/ato to the history of the Civil 
War, because they narrate a great many 
incidents of the Great Conflict between the 
North and the South. 

Music written about Lincoln by his con¬ 
temporaries reveals the kinds of music 
popular during the Sixties, the creators of 
the pieces, and the use of songs to influence 
and record the sentiments of the people 
on subjects of national interest. At no other 
period in this country have music publish¬ 
ing houses been so important and influential 
in building and reflecting public and politi¬ 
cal opinion. 

Songs and instrumental numbers relating 
to Lincoln are of further interest because 
the portraits of the Civil War President 
used on some of the title covers are among 
the best in existence. 

The songs written about Lincoln include 
nomination and campaign pieces, presi¬ 
dential hymns, emancipation songs, min¬ 
strel and comic selections, war and 
memorial numbers. Lincoln instrumental 
pieces, some of which are arranged for 
orchestra and band as well as for the piano, 
consist mainly of marches. There are some 
polkas, schottisches and quicksteps for the 
piano and a few preludes for the organ. 

The occasion referred to in the largest 
number of these musical publications is 
the death of Lincoln. Nearly fifty funeral 
marches and over thirty memorial songs 
were written shortly after his assassination. 

A Man of the People 
Most of the miskai. pieces relating to 
Lincoln were published between the years 
oí 1860 and 1865. Such a large number of 
songs and instrumental numbers were writ¬ 
ten about Lincoln by his contemporaries 
because he was intimately connected with 
so many events of national significance. 
And in those days no issue of national 
importance was decided without there being 
musical pieces published to influence and 
record the opinions of the masses. Thus, 
Lincoln’s nomination for the presidency of 
the United States, his campaigns and elec¬ 
tions, his part in the Civil War. his 
emancipation of the slaves and his assassi¬ 
nation, all were sheet music headlines dur¬ 
ing the Sixties. The songs written about 
the Civil War President by his contem¬ 
poraries arc the media that express most 
accurately the appraisal of Lincoln by his 
fellow countrymen. 
Among the earliest pieces relating to 

Lincoln were Rail Splitter polkas and 
schottisches and Lincoln quicksteps. The 
I Figwain Grand March was composed after 

ABRAHAM LINCOLN 
One of the best portraits extant of Lincoln is found on the title page of "President 
Lincoln's Funeral March" which was composed shortly after the Civil War 

President was assassinated. 

Lincoln was nominated for the presidency 
in the building at Chicago called “The 
Wigwam.’’ A great many of the political 
campaign songs written in I860 referred to 
Lincoln as “the rail splitter.” This was to 
be expected, because Lincoln was called 
“the rail candidate for president.” Members 
of the Wide-Awake Clubs, which were 
helpful in electing Lincoln to the presi¬ 
dency, wore badges picturing Lincoln split¬ 
ting rails. These organizations owned 
Lincoln rails which they accorded a place 
of honor on all public occasions. 

“Honest Abe” is the other appellation 
most frequently used in early political 
campaign songs referring to Lincoln. One 
of the best known of the songs which 
emphasized Lincoln’s reputation for square 
dealing was Edmund Clarence Stedman’s 
Honest A he of the I Fest. This ringing 
campaign song was sung to the air of The 
Star Spangled Banner. Here is the first 
stanza : 

Then on to the holy Republican strife! 
.Ind again, for a future as fair as 

the morning, 
For the sake of that freedom more 

precious than life. 
Ring out the grand anthem of Lib¬ 
erty’s warning! 

Lift the Ininner on high, while from 
mountain and plain. 

The cheers of the people arc sounded 
again: 

Hurrah! for our cause—of all causes 
the best! 

Hurrah! for Old Abe. Honest Abe 
of the IFest. 

In several musical pieces published dur¬ 
ing the Sixties, Abraham Lincoln was 
spoken of as “father,” a term that was 
popularly applied to him early in the Civil 
War. The most famous use of this parental 
term was in the marching song entitled 
II e .Ire Coming, Father Abra um, the 
words of which were written by James 
S. Gibbons of New York, in 1862. One of 
its several musical settings was composed 
by Stephen Collins Foster. 

Gibbons, who was known as a writer on 
financial topics, wrote his rallying song 
alter President Lincoln issued a proclama¬ 
tion calling for three hundred thousand 
more troops. After being published anony¬ 
mously in The New York livening Post. 
Gibbons’ poem was at first credited to 
William Cullen Bryant, editor of 7 he Post 
at that time. In fact, Bryant received such 
widespread credit for the words that he 
published a note stating that he was not 
the author of them. 

IFe arc coming. Father Abra’am. three 
hundred thousand more. 

From Mississippi’s winding stream and 
from New England’s shore: 

IFe leave the plows and workshops, 
our zeives and children dear, 

IFith hearts too full for utterance, 
zeithout a silent tear. 

IFe dare not look behind us. but stead¬ 
fastly before— 

IFe are coming. Father Abra’am, three 
hundred thousand more. 

This song was so suited to the times that 
it soon became famous. By helping to fill 
the ranks of the Grand Army of the Re¬ 
public, the song performed a very important 
service at a most critical jæriod in the 
history of the country. IFe Are Coming. 
Father Abra’am, was often sung by the 
soldiers of the North to keep up their 
morale. 

Other Lincoln pieces evoked by the Civil 
War included Our Flag, Our Army and 
Our President ; Rebellion's IFeak Back; 
The Old Union IFagon, and Lincoln-
Union-Fictory. Campaign songs set to fa¬ 
miliar tunes were sung by soldiers of both 
the North and the South. And so it was 
only natural that words referring to Lin¬ 
coln were set to such popular tunes as 
Marching Through Georgia and Maryland, 
My Maryland. 

It is a tribute to Abraham Lincoln that 
very few pieces of Confederate music con¬ 
tained remarks about or references to him. 
Probably the most ]>opular Confederate 
song that did mention the Civil War Presi¬ 
dent was one entitled Abe-icd, written in 
the year 1861. The beginning lines indicate 
the sentiment which existed in the South 
when the Civil War started: 

Abe Lincoln zeas a citizen of very 
small renown. 

A railing abolitioner, of little Spring¬ 
field town; 

Abe’s party said. ‘Nozvmber comes, 
noze Abe, don’t let us fail 

To meet the other parties all. and beat 
them zeith a rail!’ 

November came. the rogues turned out. 
and yet ’tzeas not allow’d 

That Abe should come, lest Abram’s 
face should fright azeay the crazed! 

Because minstrel songs were very pop¬ 
ular during the Civil War period, it was 
only natural that ones referring to Lincoln 
should be written. One of the most popular 
of these minstrel songs was Abraham’s 
Daughter or Raze Recruits, which was 
sung in several versions. The Black 
Brigade, written by Dan Emmett, and 
Abraham’s Tea Party were also widely 
sung. Here is the first stanza of Abraham’s 
Tea Party, which was written in 1864: 

IFe’re going dozen to Dixie, boys, 
l pon a little ride. 

Our knapsacks on behind us, boys, 
And sabres by our side; 

Our Abraham invited us. 
Three hundred thousand strong, 

To come to tea. and here zee are, 
IFe’re coming right along. 

Other well known minstrel songs refer¬ 
ring to President Lincoln included I Fe ll 
Fight for Uncle Abe; 7 he Arms of Abra¬ 
ham; '63 Is the Jubilee; De United Stales 
Hotel. Hoze Arc You, Green-Backs, and 
A Soldier in De Colored Brigade. The 
music of the one last mentioned was com¬ 
posed by Stephen Collins Foster. 
Numerous musical numbers referring to 
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Lincoln were written after he signed the 
Emancipation Proclamation in 1863. Two 
of the most popular -of these pieces were 
Emancipation Quick Step and Old Abe 
Has Gone and Did It, Boys. 

A song entitled The President’s Hymn— 
Give Thanks, All Ye People was written 
after Lincoln issued a proclamation recom¬ 
mending a general Thanksgiving on No¬ 
vember 26, 1863. By setting aside that date 
as a day of thanks, Lincoln established the 
custom of celebrating a national Thanks¬ 
giving Day in the United States, each year 
on the fourth Thursday in November. 

Many songs were written in favor of 
and a few in opposition to Lincoln during 
the presidential campaign of 1864. The 
Nomination song of that year had the 
dignified title of Three Offerings to Thee, 
Goddess of Liberty. 
Other songs written to effect the re¬ 

election of Lincoln as president included 
Three Cheers for Abe and Andy and Abra¬ 
ham the Great and General Grant his Mate. 

Music io a Martyred President 
Immediately following Lincoln's death 
there appeared the greatest outburst of mu¬ 
sical publications this country has ever 
seen. Composers and poets of almost every 
degree of ability tried to express in sheet 
music the nation’s grief for its assassinated 
leader. 

It is no wonder, though, that so many 
memorial songs and dirges were written 
in reference to Lincoln, for his death was 
deeply mourned throughout the nation. 
Perhaps another reason why a large num¬ 
ber of Lincoln mourning pieces were 
written was because Lincoln had always 
preferred sad, plaintive music, having for 
its theme the rapid flight of time, decay 
or death. Knowing Lincoln’s musical pref¬ 
erences, many of his fellow men probably 
felt that funeral songs and marches would 
be the media through which they could 
best express their high appraisal of him. 

Some of the musical numbers written 
just after Lincoln’s assassination were Our 
Noble Chief Has Passed Away; We 
Mourn Our Fallen Chieftain; Toll the Bell 
Mournful; A Nation Mourns Her Chief; 
A Nation Weeps; A Nation Mourns Her 
Martyr’d Non; and Little Tad. One of the 
most expressive of all the memorial songs 
written in reference to Lincoln was Fare-
well. Father, Friend and Guardian, the 
music of which was composed by George 
F. Root. Many of the mourning songs and 
marches were written to be used at the 
funeral ceremonies and memorial services 
which were held honoring Lincoln in va¬ 
rious cities throughout the United States. 

One of the most unusual pieces of music 
relating to Abraham Lincoln is entitled 
President Lincoln’s Own Favorite Poem. 
It was first set to music by A. Sedgwick. 
This piece of music, published in 1865, 
gives the Emancipator’s own personal 
views toward life. 
The poem, called Oh! Why Should the 

Spirit of Mortal be Proud, was for many 
years a great favorite with Lincoln. “The 
poem was first shown to me when a young 
man by a friend,” Lincoln himself said 
concerning it, “and which I afterwards 
saw and cut from a newspaper, and learned 
by heart. I would give a great deal to 
know who wrote it, but I have never been 
able to ascertain.” The words of this 
poem were written down by Mr. Sedgwick 
as recited to him by Lincoln while he was 
President. Here are the beginning lines: 

Oh why should the spirit of mortal be 
proud? 

Like a swift flitting meteor, a fast 
flying cloud; 

A flash of the lightning, a break of 
the wave. 

He passeth from life to his rest in 
the grave! 

The leaves of the oak and the willow 
shall fade, 

Be scatter’d around and together be 
laid 

And the young and the old, and the 
low and the high, 

Shall moulder to dust, and together 
shall lie. 

It was not till in 1909 that much more 
music was written about Lincoln. In that 
year several compositions were written 
specially to be used at services held to 
celebrate the centennial of Lincoln’s birth. 
The most famous poem written at this time, 
Walt Whitman’s O Captain, My Captain, 
was set to music by Joshua Phippen. One 
of the best known marches published in 
1909 was the Lincoln Centennial Grand 
March, composed by E. T. Paull, creator 
of such popular marches as The Burning of 
Rome and Ben Hur Chariot Race. 
During the World War there were 

written several patriotic songs which re¬ 
ferred to Lincoln as an example and in¬ 
spiration. Some pieces of Lincoln sheet 
music published during the World War or 
since then include The Name of Abraham; 
We’re Bound to Win ivith Boys Like You; 
Lincoln’s Log Cabin March; Abe Lincoln; 
Lincoln Highway March and Abraham 
Lincoln and his First Sweetheart, Ann 
Rutledge. One of the best known of mod¬ 
ern Lincoln pieces is Give Us Just Another 
Lincoln, by Paul Dresser, of On the Banks 
of the Wabash fame. 

The fact that numerous musical compo¬ 
sitions written in recent times refer to 
Lincoln indicates that his influence has 
continued to grow since his death. 

Ephemeral Art 
Most of the musical pieces written about 
Lincoln by his contemporaries were popular 
for only a short time and then dropped. 
The chief reason for this was that the 
songs were written on subjects too timely 
and too localized to become popular 
throughout the entire country. The very 
references that made the songs popular at 
the time they were written caused their 
favor to be short-lived. Their sentiment 
exactly suited the particular period at 
which they were written, but their senti¬ 
ment was not typical enough of all times 
for them to be universally popular in later 
years. 

As indication of this characteristic, note 
two songs which were very popular and 
influential during the Civil War—James S. 

Gibbons’ We Are Coming, Father Abraham 
and Dan Emmett’s Dixie Land. Gibbons’ 
rallying song was used only during the 
War because it referred specifically to 
Lincoln’s call for more troops. The words 
were very inspirational at the time they 
were written, but after the war was over 
people did not continue to sing 

We are coming, Father Abra’am, three 
hundred thousand more, 

From Mississippi’s winding stream and 
. from New England’s shore. 

On the other hand, Dan Emmett's Dixie 
Land, the popular song of the South dur¬ 
ing the Civil War, has continued to be 
popular during the years, since it was 
written because it contains sentiment suit¬ 
able to be sung any time and does not refer 
to incidents of the Civil War. 
The persons whose names stand most 

prominently and most often as creators of 
tunes or verses relating to Lincoln are : 
Henry C. Work, George F. Root, E. Mack, 
J. W. Turner, Stephen Collins Foster, Mrs. 
E. A. Parkhurst, Walt Whitman, Sep 
Winner and Dan Emmett. Whitman is the 
best known of the poets who, wrote the 
words of pieces of Lincoln sheet music. 

By Lesser Lights 
The creators of many of the musical 
compositions relating to Abraham Lincoln 
were musicians of little renown, as is the 
case with the creators of most of the 
popular music of any period. It is, how¬ 
ever, significant to note that a number of 
Lincoln pieces were written by persons 
who wrote some of the most famous senti¬ 
mental and patriotic songs of the day. Well 
known song writers and composers such as 
Root, Work, Foster and Emmett wrote 
sheet music relating to the Civil War 
President. 
George F. Root was America’s foremost 

writer of war songs during the Sixties. 
Among his sixty compositions were such 
famous ones as The Battle Cry of Free¬ 
dom; Just Before the Battle, Mother; The 
Vacant Chair and Tramp, Tramp, Tramp. 
Root’s eloquent musical appeals for enlist¬ 
ments became the prevailing sentiment of 
the American people, influencing thousands 
to rally around the flag. 
Dan Emmett wrote the words and music 

of Dixie Land, the most popular song of 

THE THRESHOLD OF MUSIC 

Owing to certain editorial commit¬ 

ments, it was found impossible to 

include the regular installment of Mr. 

Lawrence Abbott’s “The Threshold 

of Music" in this issue. The series 

will be continued in March, and 

regularly thereafter. 

the South during the Civil War. Emmett 
was a member of Dan Bryant's famous 
Minstrel Show which sang the plantation 
songs that were so popular during the 
Sixties. • > • : • , 
Henry Clay Work was the composer 

who won greatest success with his songs 
during the War between the States. He 
wrote numerous popular patriotic and 
homey songs, such as Marching Through 
Georgia and Wake Nicodemus. 

Stephen Collins Foster, famous for such 
songs as Old Folks at Home and My Old 
Kentucky Home, is one of the most pop¬ 
ular song writers America ever had. Foster 
composed the music for these five songs 
which refer to the Civil War President : 
Better Times Are Coming; The Song of 
all Songs; Little Mac! Little Mac! You’re 
the Very Man; A Soldier in De Colored 
Brigade; and We Are Coming, Father 
Abra’am. 

The portraits and designs used on the 
title covers of Lincoln sheet music are very 
interesting. Some of the portraits of Lin¬ 
coln that were lithographed on music 
covers are as fine as any made for framing. 
The pictures shown on many of the covers 
illustrate the incident or event written of 
in the song. An example is the interesting 
title cover of The Old Union Wagon. This 
pictures a wagon that has its southern 
wheel hub-deep in secession mud. The 
horses, named for famous Northern gen¬ 
erals, are driven by General Lincoln. 
Uncle Sam is shown trying to pry the 
southern wheel out of secession mud by 
using a rail labelled “Emancipation Procla¬ 
mation.” 
The symbolic figures commonly used on 

the covers of sheet music published during 
Lincoln’s lifetime included flags, eagles, 
rails, Columbia, stars, greenbacks and 
Negroes. Mourning figures and broken col¬ 
umns and the American flag were used on 
most of the covers of sheet music written 
after Lincoln’s assassination. 

The covers of comic songs show amusing 
political cartoons. 
There is no known reference made by 

Lincoln to the musical pieces written about 
him by his contemporaries. Perhaps it is 
to be expected that he would not mention 
them in correspondence or manuscripts, for 
he was not inclined to mention anything 
which would bring himself into prominence. 
Perhaps Lincoln did not realize just how 
many pieces of music related to him. 

The many musical compositions referring 
to Lincoln are interesting as well as im¬ 
portant sources of material for students 
of history and students of music. These 
pieces give insight into the political and 
musical history of the Civil War period; 
and they contain valuable biographical ma¬ 
terial and excellent portraits of one of the 
world’s greatest national heroes. 

Do You Know 
That erik satie, the noted French mod¬ 
ernist, is of Scotch descent? That all of 
his scores were written in red ink? That 
a noted American critic once said of- him. 
“Let us hope he will get ‘in the black’ 
some day?” 
That all of the four children of Mme. 

Pauline Viardot-Garcia (daughter of the 
famous Manuel del Popolo Garcia, and 
sister of Mme. Malibran and of Manual 
P. R. Garcia the teacher of Jenny Lind) 
are professional musicians? That three are 
teachers of singing and one is a violinist? 

That a famous musical lexicon contains 
the well known English names in the fol¬ 
lowing proportions : Smith 20, Brown 7, 
Jones 11, Johnson 9, Williams 13, Harris 
6, Robinson 5, Baker 5, Davies 6. In the 
same dictionary there are twenty-four 
Bachs ? 

* * * 

"Let the love of literature, painting, 
sculpture, architecture and. aboi’e all, music, 
enter into your lives.”—Theodore Roosevelt. 
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Progressive Steps to Velocity 
GBy W. WARD WRIGHT 

EVERY STUDENT of the piano 
must lie sooner or later able to play 
fast and with ease, if he is to ad¬ 

vance beyond the first or intermediate 
stages of study. And yet neither endless 
hours of mere repetition nor the practice 
of purely mechanical studies labelled 
“School of Velocity" will actually produce 
velocity itself. Nor will that popular 
pedagogical advice, “practice slowly." en¬ 
able the earnest seeking student to experi¬ 
ence a quickly played and evenly controlled 
passage, with case and certainty. True, 
slow practice, so necessary at first and in¬ 
termittently thereafter, has its distinct ad¬ 
vantages; for only by this means can we 
become acquainted with the successive key¬ 
board intervals of a passage, correct fin¬ 
gerings, and so on. But, because of the 
very nature of things, even slow practice 
is no sure panacea for all pianistic ills. For, 
if one uses incorrect muscular touch forma¬ 
tions when practicing slowly, how can he 
hope to eliminate such misdoings when he 
attempts velocity? 
One must experience velocity produced 

with the proper actions and inactions, the 
accessary exertions and relaxations, and 
with that indispensable coordination of mind 
and muscle that will enable him to know 
h<»w velocity correctly accomplished act¬ 
ually feels. For, in the final analysis, veloc¬ 
ity in single note passages (as well as in 
every kind of technic), is a sensation. In¬ 
deed it is a knack. And yet any attempt to 
describe such a sensation is quite impos¬ 
sible; but what can be prescribed for the 
student is a knowledge of key and limb 
requirements in successive stages that will 
enable him to know when and how to do 
the right thing that will result in acquir¬ 
ing this sensation. For, given a correct 
playing mechanism, fast playing becomes 
merely quick thinking. Furthermore, one 
should be aware of what constitutes wrong 
sensations, so that he may know what to 
avoid. 

Preconditions Im portant 
Step I. First of all one should be able to 
relax consciously the whole arm from the 
shoulder to the tips of the fingers. So free 
and complete indeed should be this relaxa¬ 
tion that, if someone were to lift the arm 
forward in this condition and then suddenly 
let it drop, it would swing, much as a sus¬ 
pended plumbline, from the shoulder back 
and forth until it again would come to rest 
from sheer inertia. This accomplished, we 
could lift the forearm to an approximate 
horizontal and allow' this same suspended 
weight to hang loosely from the shoulder, 
while the hand should “dangle," as it were, 
from the wrist. 
Step II. Now with these three hinges 

loose (arm at shoulder, elbow and wrist), 
let the reader lower the forearm slowly 
so that the hand is caught up by the in¬ 
tervening keyboard. Continue this lowering 
of the forearm until the keys only begin 
to give way beneath this resting weight of 
the hand. If one has a small hand, the fore¬ 
arm must be lowered a trifle more than for 
a larger hand (which has more weight), 
and there consequently will be resulting a 
relative lower and higher position of the 
wrist. In no case, however, should the 
wrist be set or "fixed” (lower or less so), 
for an absolutely relaxed wrist is indis¬ 
pensable at all times. If the reader accom¬ 

plishes this very important step correctly, 
there will be a feeling as if the hand were 
suspended between the keyboard (on the 
finger tip end at key surface level) and the 
delicately poised forearm (at the wrist). 
Only after these preconditions are thor¬ 
oughly understood and mastered may the 
player be said to be ready for practice or 
performance. 

Single Key Treatment 
Step III. Now let the reader take hold 
of any key with, let us say, the second 
finger and very slowly float (not strike) 
the key downward so that no tone at all 
is heard. At once he will perceive that the 
key does offer some resistance, though it 
may seem only a very little. (This resist¬ 
ance is of course variable as different in¬ 
struments have not all the same weight of 
action.) Again let him float the key a trifle 
mere quickly so that a pianissimo tone is 
produced, and immediately cease this exer¬ 
tion at that place in key descent where tone 
is realized. A soft staccato tone results. 
Then very quickly float (not jerk) the key 
and at once cease all such exertion at tone 
emission. A loud staccato tone results. Fur¬ 
thermore there will be a slightly visible up¬ 
ward reaction at the wrist. Thus we learn: 

1. That the key docs offer some re¬ 
sistance even in the faintest pianissimo. 

2. That tone is accomplished at a 
definite point (tone production point) 
in key descent. 
3. That the amount of tone depends 

upon the quickness with which we use 
the key. 

4. That staccato results by ceasing all 
energy at this point. We can not make 
staccato; we only can permit the key 
to rise of itself and thus damp the 
string into silence. Wherefore it not 

only is useless but also fallacious to 
jerk the finger up. a wrong and op¬ 
posite muscular action from that re¬ 
quired to produce tone. In all passage 
work, this simultaneous flexing of the 
muscles used to lift a finger, with the 
flexing of those muscles needed to 
sound tone w ith another finger, will in¬ 
evitably result in a muscular tug-of-
war across the wrist—in short, in a 
stiff wrist. 
The sensations are these : 

1. We must feel the key at key surface 
level (touch sense) as this tells us 
that we are ready to use it. 

2. We must feel the key's resistance 
as we are using it, for only thus by 
estimating the key’s resistance can we 
hope to estimate either the kind or 
amount of tone desired. And we must 
try the while to perceive that we are 
actually throw ing, by means of the key, 
the felt hammer (which we cannot 
see) to the string. 

3. We must feel the place where tone 
sounds, realizing that instantly there¬ 
fore we must relax or cease the tone 
making impulse. 
4. We do feel keybottom, though 

only very lightly, whether we have 
floated the key gently for a soft tone 
or quite vigorously for a loud tone. 
Be sure therefore never actually to 
bump keybottom, and thus misfire upon 
keybeds the tone producing impulse and 
intention. 

5. And we should feel the finger even 
ride up on the key. 
These requirements and sensations, un¬ 

derstood and experienced, form the basis 
of all real agility and velocity. Without this 
basis no player can hope to succeed pian-
istically. 

THAT ALL MAY SEE THE ARTIST’S HANDS 
Because all admirers and students at a piano recital want to sit on the left side of 
the auditorium, to see the artist's hands, and because the other half are denied 
this pleasure, Dr. Thomas C. Poulter of Chicago has worked out a solution. By 
placing a large mirror back of the instrument, and at a proper angle, the hands 
are visible to the entire audience, as is seen in this portrait which shows the inven¬ 
tor demonstrating his device assisted by Florence Kirsch, local concert pianist. 

But what of the sustained tone which is 
necessary for all Ic/tato passages ? The fin¬ 
ger uses the key exactly as for staccato but 
continues only the minutest residue of the 
muscular finger exertion required to pro 
duce tone, to remain at keybed in order 
that the key might be prevented from rising. 

Thus we learn that to produce tone ( either 
staccato or sustained), the muscular re¬ 
quirements are identical; while for staccato 
we merely cease all such tone producing 
impulses immediately at sound, and for the 
sustained tone retain only that very small 
residue of such tone producing impulses 
necessary to prevent the key from rising. 
In fact it takes less muscular exertion to 
keep a key depressed than to sound a tone 
at its softest. He who keeps in all kinds of 
technic this necessary short lived tone pro¬ 
ducing impulse as something apart from 
that very light continuing impulse to sus¬ 
tain tone, is well on his way to forming 
correct muscular habits. Furthermore, this 
timing of each impulse constitutes a rythm¬ 
ical act without which evenness and con¬ 
trol are impossible. 

Notes in Succession 
Step IV. Our xext step, notes in succes¬ 
sion. involves another muscular principle 
known as forearm rotation adjustment. 
However like it may seem on the printed 
page that velocity passages consist of a 
series of individually played notes, such is 
not actually the case. Rather indeed must 
we realize that all music is progression or 
movement forward and to a definite point, 
and this is no less so pianistically than 
musically. 

Perhaps there is no part of the mechan¬ 
ics of touch so misunderstood, misrepre¬ 
sented or misused as is that of forearm 
rotation. Doubtless the reason for this lies 
in the fact that many have attempted to 
learn and to teach correct doings at the 
keyboard solely from the standpoint of 
movement. And yet, just as we can see 
the wheels of the locomotive move without 
in the least understanding their motivating 
power, so also we might see certain move¬ 
ments in velocity (mainly those of the fin¬ 
ger) without really ascertaining the causes, 
mostly hidden within the sleeve of the per¬ 
former, that aid and result in such move¬ 
ments. 

In single note velocity passages there are 
three ways in which rotation can be and 
often is misapplied ; namely, 

1. Rotational “fixation"; 
2. Substitution of a pure rotation 

touch in passages demanding a so-
called finger touch. 
and 3. Wrong rotational impulses by 

direction. 

Rotational ' ’Fixation” 
Take for example the following chordal 
figure; 

Place the hand over the figure so that it 
has the feel of grasping the whole chord at 
one time. Then, maintaining this grasp, 
play the notes as written, in slow tempo 
and in fast tempo, either staccato or legato. 
breaking the grasped chord, as it were. 
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Remember however in this experiment to 
use the correct finger impulses ( See Step 
III ). Notice how weak the fourth and fifth 
fingers seem. This is rotational fixation, and 
must be avoided at all times: though it 
may afford the player the very doubtful 
pleasure and gratification of being able to 
hold the proverbial penny on the back of 
his hand. 
Now on the other band, think of the 

foregoing exercise as a series of two-note 
intervals such as 

(The sixteenth notes of exercise 1 are 
here written as two tied thirty-second 
notes, to facilitate markings.) In slow 
tempo, using "E" as a pivot lightly at key¬ 
bottom for legato, play “G” with a rota¬ 
tional movement and stress, added to the 
necessary finger exertion, retaining only 
that very light continuing exertion of the 
finger to remain at keybed. Then from this 
light holding of “G” as a pivot, repeat 
the process for “C” and so on. Notice how 
the little fingers gain immediately in 
strength and consequently how even and 
controlled is the passage: wherefore the 
fallacy of practicing those thousands of 
soul-killing exercises designed to make 
them strony. They are strong if we do the 
right thing rotatively. Again, dash the 
figure off fast, allowing the rotary move¬ 
ments to be overbalanced, as it were, by 
finger movements only: but maintaining 
the same feeling of two-note interval pro¬ 
gression as in slow tempo. Indeed this hid¬ 
den rotary adjustment must be forthcom¬ 
ing in all single note velocity passages, 
though usually not displayed to the on¬ 
looker by any movement whatsover. 

Again, play the exercise staccato. both in 
slow and fast tempos, in this case allow¬ 
ing the pivoting to be accomplished from 
key surface instead of key bottom as for 
leyato. Thus we learn that leyato has its 
elements of staccato: namely, that we must 
cease (as for staccato) the true tone mak¬ 
ing impulse of the finger at sound, allow¬ 
ing only a very light continuing exertion 
to keep the key depressed. Keep, therefore, 
these two impulses separate and distinct in 
this “artificial" leyato. And we learn also 
that staccato has its leyato elements : 
namely, that we do connect the key surface 
of the key just played (from which we 
pivot) with the next key as we use it. In 
other words, we must feel the interval 
though the tones are disconnected. 

Incorrect Rotation-Touch 
Substitution 

Now let tue reader slowly play the same 
exercise with rotational movement and 
stress only, disregarding the correct finger 
movements and impulses with the key ( Step 
III). At once his playing degenerates into 
a sort of rotational stamping not unlike a 
rimless wheel whose spokes bump along on 
the ground. Therefore the player never 
must seek to displace the need for the fin¬ 
gers to act "on their own" by such incor¬ 
rect rotary application. Rotation in all 
finger velocity passages is a coordinating 
factor; and it is this combination and coor¬ 
dination of correct finger impulse and free 
rotary adjustment (usually invisible) that 
form the secret of all evenness, control, 

and ease in velocity. It is beneficial, how¬ 
ever. in slow practice to use rotary move¬ 
ment. for this makes for rotational free¬ 
dom; but when playing fast, we are forced 
to dispense with such movements ( there is 
not time for them) though the hidden in 
the arm adjustments remain. 

I.et us for the moment consider the two 
following scale passages which, being sym¬ 
metrical keyboard patterns, afford identical 
problems for the two hands. 

X, = Rotation towards thumb. ) Reversed for 
Rotation towards fifth finger.) left hand. 

Notice how at “x” and “y” we must 
momentarily reverse the direction of rota¬ 
tional adjustment towards the thumb though 
the scale be progressing in the same direc¬ 
tion. Indeed this method of pivoting on the 
finger last used before the thumb enables 
that unruly member to reach its key more 
easily than was ever accomplished under 
the old method of pulling the thumb under 
a rotationally fixed hand. Therefore it is 
imperative that we make sure when to 
repeat the rotational stress in the same di¬ 
rection. as from B to C-sharp. C-sharp to 

D-sharp, and when to reverse this adjust¬ 
ment momentarily in the direction of the 
thumb as at “x" and “y.” Be sure, how¬ 
ever. not to flop rotatively on the thumb; 
make it act independently. 

Rotational adjustment therefore, whether 
visible or invisible, is always from the last 
finger used towards and with the next fin¬ 
ger used, no matter what the nature of the 
passage. 

It matters not, therefore, whether we 
play a simple live finger exercise in fast 
tempo in which these rotary movements 
become entirely hidden and overbalanced by 
finger movement only, or whether we are 
forced to exhibit such rotary adjustments 
as actual movements in passages of wide¬ 
spread intervals, rotary adjustment must be 
forthcoming at all times. 

It is little wonder that such a passage 
of widespread intervals, such as the Chopin 
Etude O^. 10. No. 1, 

“excited the wrath and contempt of Rell-
stab" : for. at the very first attempt to play 
the passage, away goes the penny from the 
back of our hand. Indeed the aforemen¬ 
tioned gentleman, who was editor of the 
tris, wrote in 1834: "Those who have dis¬ 
torted fingers may put them right by prac-

UNDER THE DIRECTION OF 

MESSRS. HENRY E. ABBEY !
- > MAURICE GRAU. 

E ■ ' _■ 
Title Page of the first American concert of Josef Hofmann, on November 29, 

1887, at the Metropolitan Opera House of New York 

ticing these studies (the Chopin "Etudes”) ; 
but those who have not should not play 
them: at least, not without a surgeon at 
hand." And yet who can forget the aston¬ 
ishing ease and facility with which that 
master of the keyboard. Godowsky (whose 
hand is notedly small), plays this Etude? 

Rotary movement, therefore, must imply 
rotational adjustment, whence the value of 
practicing slowly all passages with such 
movements: while more often rotary ad¬ 
justment in such passages in which the 
notes are not so widespread may exhibit 
no such movements at all. It becomes also 
clear, then, why pianists with quite small 
hands will necessarily display rotary move¬ 
ments in some passages which become more 
easily played by pianists with larger hands 
without such movements. The following 
may aid the reader further : 

Then here are some diagnoses of, and 
correctives for, the most common hin¬ 
drances to velocity which the author has 
noted through many years of teaching. 

1. Does the wrist fail to react upwards 
(slightly visibly) when the finger is mo¬ 
mentarily acting vigorously to produce a 
forte tone? Then the player is bolding the 
band up by its own muscles instead of let¬ 
ting it rest on the surface of the keys. 

2. Does the player fail to feel a follow¬ 
up with the key’s resistance? Then he is 
lifting the finger too high (a little prepara¬ 
tory movement is permissible) and strik¬ 
ing the key. Float the key instead. 
3. Does the finger bump keybed? Then 

the player is misfiring the tone producing 
impulse on keyhed instead of delivering 
such impulse only to tone emission. He 
should feel that he is always "playing on 
the tone." Indeed the harsh tone that en¬ 
sues from this fault should appraise the 
ear of this wrongdoing. 

4. Does the player fail to feel the recoil 
of the key? Then he is jerking up the 
finger after tone making, instead of letting 
it ride up on the key. 
5. Does the player feel a heavy sensa¬ 

tion at keybottom, when executing the pas¬ 
sage? Then he is supporting the arm weight 
on the finger and the forearm should be 
self-supported and ]x>ised—even floated over 
and upon the keyboard. 
6. Does he feel a sticky sensation in 

leyato playing? Then he is failing to dis¬ 
tinguish between that exertion required to 
produce tone and that very light continu¬ 
ing exertion required to sustain tone. 

(Continued on Paye 122) 
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Getting Joy Out of Life 
A conference secured expressly for The Etude Music Magazine 

mill the well known industrial leader 

Tty WILLIAM ROBERTS TILFORD 

RALPH T. SENTER 
President of ilk- Philadelphia Rapid Transit Company 

DALPH TOWNSEND SENTER was 
A*- born in Columbus. Ohio, in 1876. His 
father was one of the leading business men 
of the city and also an excellent violon¬ 
cellist. His mother played the piano and 
his aunt was harpist in a large Eastern 
symphony orchestra. He was, therefore, 
brought up in a decidedly musical atmos¬ 
phere and began the study of piano at the 
age of twelve. Later he took up the violin 
and still later, in his academic and uni¬ 
versity days, he for some time studied 
singing. His general education was received 
at the University of Michigan and at the 
Armour Institute in Chicago. He entered 
the street railway business in Minneapolis, 
in 1898, and two years later joined the 
nationally known transportation expert, 
Thomas E. Mitten, in Buffalo and in Chi¬ 
cago. In 1911 he followed Mr. Mitten to 
Philadelphia, where he has become presi¬ 
dent of the $200,000,000. Philadelphia 
Rapid Transit Company, which employs 
over ten thousand people. 

Mr. Senter has had remarkable musical 

contacts, and he takes a very practical 
interest in all artistic matters. When, at 
the age of fifty-nine, he joined the Sketch 
Class at the famous Philadelphia Art Club, 
he commenced to produce oil paintings that 
have been shown in several exhibitions. As 
an outstanding business executive, his 
opinions upon the value of art to business 
are both inspiring and important.—Editor's 
Xotc. 

♦ * ♦ * * 

"It is surprising how long it takes the aver¬ 
age man to discover that life is not an inter¬ 
minable thing, and that if he wants to have 
any fun he must have it as he goes along. The 
man. who is so consecrated and restricted to 
his business that he cannot find any time for 
the finer things of life, very often turns 
out to be a poor business man. We must 
have both relaxation and inspiration to get 
the best out of every day. This applies to 
the artisan and the clerk as well as to the 
leader and to the ‘big boss.’ I have seen 
this, time and again, in my contacts with 
business men. Sports and ‘collecting’ are 

fine, but one needs something more ; and 
that additional interest can be filled only 
with what might be called food for the 
spiritual and the æsthetic side of the 
worker. In this, of course, there is nothing 
to take the place of real faith, real re¬ 
ligion, and beautiful music. Music, different 
from other arts, is like a stream of in¬ 
spiration that is turned on when the music 
commences, very much as we turn on an 
electric current. It fills us with an invisible 
and irresistible force ; and it does some¬ 
thing to us spiritually, mentally and phys¬ 
ically which I have never heard explained ; 
but I do know that with fine music the 
results are very beneficial. 

A Fort y Year Old Tradition 
“There is a misicai. tradition in the 
Philadelphia Rapid Transit Company that 
is now forty years old. Back in 1896. when 
horse cars were being replaced by electric 
cars, the company opened a summer park 
at Willow Grove, Pennsylvania, about 
fifteen miles from the city of Philadelphia. 

RALPH T. SENTER 
President of the Philadelphia 
Rapid Transit Company 

This Park became one of the most famous 
summer music centers of its time. For 
thirty years it engaged famous conductors, 
such as Walter Damrosch, John Philip 
Sousa. \ ictor Herbert. F rederick Stock. 
Wassili Leps, Modest Altschuler, Arthur 
Pryor. Guiseppe Creatore, and Nahan 
Franko, to conduct band and orchestra con¬ 
certs four times daily through a three 
months' season, in a music pavilion seat¬ 
ing nearly four thousand people. The con¬ 
ductors and motormen of the Company, 
who during the years transported millions 
of people to and front these concerts, could 
not fail to be interested in the drawing 
power of music. It was quite natural, 
therefore, that a band should be formed, 
to be known as the PRT Band. This was 
done in 1919. and in 1926 it won the first 
prize at the Sesqui-Centennial Exposition. 
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MEDITATION 
This painting, by Mr. Senter, received the highest vote of visitors to the Pastime 

Painters Exhibition of 1936, in the Art Club Galleries of Philadelphia 

It is finely uniformed and equipped and is 
composed of one hundred and thirty-five 
marching men under the efficient direction 
of Lieut. Albert W. Eckenroth. President 
of the Pennsylvania Bandmasters' Associa¬ 
tion. John Philip Sousa took a great inter¬ 
est in the band, and spent much time in 
training it, when he was in Philadelphia. 

Musical Altruisin 
“A few years ago it seemed to me that 
this band could be of great value through 
giving concerts in the Public Schools and 
in the various public buildings of Phila¬ 
delphia. The concerts have been enor¬ 
mously successful and have been attended 
by throngs. The band, as well as being 
a marching band, plays the regular concert 
natid repertoire. Each band of the PR I 
group rehearses at night on the men’s own 
time, in an auditorium over a car barn of 
the company. All branches of the Com¬ 
panys personnel are represented in the 
band ; and much very decided talent has 
ueen uncovered. Unquestionably the band 
has had a very beneficial influence upon 
the morale of the company’s employees, 
and it has had an influence upon the public, 
at least to the extent of taking their minds 
away from the too general thought that 
every corporation is a kind of octopus with 
no objective save that of getting as much 
from its employees as possible, and giving 
as little as possible in return. As a matter 
of fact, fifty cents on every dollar we earn 
goes for wages; but we feel, however, that 
our obligation to our employees does not 
end with the money they earn. 

"In addition to the ‘big band' we have 
three other established musical units : the 
Scotch Kiltie Band of twenty-eight pieces, 
under Peter Farley; the Harmonica Band 
of forty pieces, under Joseph C. Hoy; and 
the Merrymaker’s Band, a Negro band of 
fifty-five pieces, under Samuel Smith; 
making a total of two hundred and sixty-
five men in our musical organizations. On 
our annual two day picnic at Willow 

Grove, attended by 50.000 people, the bands 
play a very important part in our exer¬ 
cises. 

“Our bandmaster, Lieut. Albert \\ . Eck¬ 
enroth, who is the general director of all 
of our musical activities, is a splendidly 
trained man. Brought up in Reading, Penn¬ 
sylvania, he was a member of the famous 
Ringgold Band of that city. He served 
in the army during the Great War and 
conducted a large band at the Metropolitan 
Opera House, which was highly praised 
by President Wilson. He took the con¬ 
ductorship of our band in 1921. The band 
has been sent three times to Canada, by 
request. At the American Legion Conven¬ 
tion in New York last year, the band had 
a sensational reception. 

Music a Humanizing Medium 
“All activities of this kind serve to 
cement the interests of the employees. If 
the leaders in any enterprise do not have 
a genuine heart sympathy and understand¬ 
ing with all those engaged, the business 
becomes a mere shell and inner relations 
become so strained and artificial that the 
very existence of the enterprise is some¬ 
times threatened. I could not work in such 
a business ; and I am very certain that I 
could not have endured forty years of busi¬ 
ness life in the transportation field, if I 
had not had the sincere conviction that 
my first obligation has been the welfare 
of the workers associated with me. 

“In all this, music has always played 
a considerable part. Music was loved and 
respected in my family. A frequent visitor 
to our home was Mme. Schumann-Heink: 
and in my youth it was a continual delight 
to hear her magnificent art. Later, at 
Willow Grove, I came into intimate per¬ 
sonal contact with many famous conduc¬ 
tors. There were four programs a day and 
during the intermissions the distinguished 
conductors went to a little room back of 
the bandstand, where they met their friends, 
but more frequently devoted most of their 

time to composition. Many of the best 
known things of Sousa and Herbert were 
written in that little room. These conduc¬ 
tors always amazed me, first of all by their 
generalship and their unusual executive and 
business ability. They seemed to take on 
big responsibilities and delegate the un¬ 
essential details to others, amid a kind of 
incessant activity which would have para¬ 
lyzed the ordinary business man. They 
worked at a speed far greater than the 
average man, and often were compelled to 
operate in an atmosphere of apparent con¬ 
fusion. The work called for a kind of clear¬ 
headedness and a personal control which 
is always extraordinary and can be classed 
only with good generalship. More than 
that, such conductors all have to be diplo¬ 
mats ; and one of the finest diplomats I 
ever knew was John Philip Sousa. Nothing 
ever disturbed him; and he knew just the 
right thing to say at the right time. In¬ 
dependent of his musical side, he was a 
real ‘he man’ and was loved by all who 
knew him. 

“Herbert, also, was a man of tremendous 
personal force ; and he was a remarkable 
executive and business man. Any large cor¬ 
poration would have been fortunate to have 
a man of his huge energy, quick mentality, 
and sound judgment, at its head. The idea, 
that musicians are simply bundles of tem¬ 
perament and incapable in business matters, 
is one retained only by those who have 
not come in contact with fine musicians. 
As a matter of fact, many of them have 
astonishing executive ability in relation to 
their employees and to the public as a 
whole. Their mentalities are often astonish¬ 
ing. Time and again I have noted in busi¬ 
ness conferences with musicians that they 
have arrived at the proper conclusion be¬ 
fore others, not trained in music, get their 
wits together to express themselves. 

A Business Asset 
“This confirms in my mind the fact that 
a musical training in youth cannot fail to 
be of advantage. Through the drill in music 

study, some inexplicable thing is done to 
the mind which cannot be supplied from 
any other source. It is for this reason 
that, if two men of equal ability, integrity 
and skill were to apply to me for work 
in any branch of our organization, I would 
give the job to the man who also had 
among his assets a good musical training: 
for the reason that he is likely to be more 
responsive and quicker. There is no place 
in our organization for the man who, be¬ 
cause he plays in the band, has an idea 
that he is entitled to “soldier" upon his 
job. It has been my experience, however, 
that those who have played in the bands, 
often prove to be of the type to receive 
first attention when promotions are possible. 

Starting to Paint at Fifty-nine 
“It is my strong conviction that an 
avocation is essential in our modern life; 
and perhaps even two would be better. 
Three years ago, at the age of fifty-nine, 
I thought that I would like to see what I 
could do in oil painting. As a child I had 
painted a little marine water color which 
pleased my mother so much that she had 
it framed. In my college days my course 
in engineering naturally included drafting 
and persi>ective. but I had had no other 
training in painting. I joined the Sketch 
Class of the old Philadelphia Art Club and 
became so much interested that I have 
taken lessons consistently; and I have been 
greatly gratified to have some of my paint¬ 
ings receive favorable attention at exhibi¬ 
tions. The business man who is able to play 
an instrument or to paint, possesses one of 
the very finest means of resting his mind 
from tile strain of the day and of per¬ 
mitting it to be recharged, reinspired with 
those things of a higher nature which can¬ 
not fail to make him more valuable in his 
business life. 
“Finally, permit me to say that I think 

that after providing our fellow workers in 
the Philadelphia Rapid Transit Company 
with every reasonable opportunity to earn 

(Continued on Paye 123) 

TEA FOR TWO 
A widely admired oil painting by Mr. Senter 
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Flash! Walter Winchell Talks on ASCAP 
In the November issue of The Etude, 

our leading editorial was devoted to “Jus¬ 
tice for Genius,” giving some of the reasons 
why ASCAP (American Society of Com¬ 
posers, Authors and Publishers) had be¬ 
come a great force in the promotion of 
the broader musical interests of American 
creators in their important field. 

Walter Winchell, popular columnist and 
radio.commentator, in his column “Walter 
Winchell on Broadway” (Trade Mark 
Registered, Copyright, 1937, Daily Mirror, 
Inc.), brings out some additional facts in 
his machine gun style.—Editor’s Note. 

Ascap was organized in 1914 to 
protect composers and authors 
against the wide-spread piracy of 
their music. In twenty-three years 
Ascap has fought thousands of legal 
battles in behalf of its members 
and has won every case. 

Ascap was founded by 'Victor 
Herbert, Gustave Kerker, Glen 
MacDonougb, Silvio Hein, George 
Maxwell, Louis A. Hirscb, Raymond 
Hubbell, Jay Witmark and Nathan 
Burkan as attorney. 

Today over a thousand American 
composers, authors and publishers are 
members of Ascap, and about forty-
five thousand European composers 
and authors are affiliated with Ascap 
through their own performing rights 
societies, making available a world 
reservoir of music, from one source. 

From 1914 to 1921 none of Ascap’s 
staff took a penny for his services, 
not even the late Nathan Burkan. 

Stephen Foster’s purse and the 38 
cents in coins and “shin plasters’’ 
that it contained, his entire fortune 
when he died, are preserved in a 
memorial that cost half a million 
dollars. 

No American songwriter has been 
on relief. None will be. Ascap dis¬ 
burses about $600 a day in relief 
and royalty advances. The money 
with which to do this comes from 
the membership dues and a portion 
of what is collected from radio sta¬ 
tions, theatres, dance-halls, and 
other users of music in public per¬ 
formances for profit. 

When you buy a sheet of music you 
have the right to play or sing the 
composition to your heart’s content 
in private or in public so long as the 
performance is not for purposes of 
profit. When for that purpose, the 
proprietor of the establishment where 
the public performance is given is 
required by law to have a license from 
the copyright owner, and if the com¬ 
poser or publisher of the music is a 
member of the Society or any of its 
affiliates, Ascap issues such license in 
his behalf. If not, license must be se¬ 
cured from the owner of the copy¬ 
right or the performance is illegal. It 
took two years of litigation and a final 
decision in 1917 by Supreme Court 
Justice Oliver Wendell Holmes to 
establish this principle. 

Since then users of music in public 
performances for commercial profit 
have endeavored to amend the Copy¬ 
right Law on which the decision was 
based. In twenty-two states so far, 
anti-Ascap legislation has been in¬ 
troduced, but in only four states, 
Washington, Nebraska, Montana and 
Florida, have such laws actually been 
passed. Ascap is now challenging the 
constitutionality of the enacted laws. 

Broadcasters used to maintain that 
their performances were not public 
because the public was not admitted 
to their studios, that they were not 
broadcasting sound but electrically 

Song writers are borti, not paid. 

An army marches ten miles a day 
without music—with music eighteen 
miles. 

energized waves, that the purpose 
was not profit. This at the time when 
radio was doing $412,000,000 worth 
of business annually, and approxi¬ 
mately 75% of radio time was de¬ 
voted to the performance of music. 

Today if every radio listener paid 
only ten cents a year for all the 
music performed on the air the com¬ 
posers and authors of America could 
live in comparative comfort. Listen¬ 
ers, however, pay no direct fee. 
Radio, which profits from listeners, 
pays Ascap only about four cents a 
year for every listener in America. 

Motion picture theatres pay Ascap 
about one cent out of abcut every 
$6.83 they collect from their patrons. 

Since radio a song writer has to 
write four times as. many hits to earn 
half as much as he used Io before 
radio. 

The first public performance for 
profit probably was when Homer 
sang for crumbs from the table of 
some Greek banquet. Lots of song 
writers are still living off the crumbs 
of music fees grudgingly paid by peo¬ 
ple who clean up from its use. 

Charles Reade, the novelist, who 
waged a bitter fight against plagiarism 
and piracy of literary works in the 
United States once wrote a book ad¬ 
vocating that the Eighth Command¬ 
ment should be changed to read 
“Thou Shalt Not Steal—Except from 
Authors.’’ This sentiment is heartily 
endorsed by pirates and plagiarists. 

Napoleon said, "Music of all the 
liberal arts, has the greatest influ¬ 
ence over the passions, and is that 
to which the legislator ought to give 
the greatest encouragement.” 

A frequently misquoted phrase ac¬ 
tually reads: “Let me write the 
ballads of a nation, and I care not 
who may make its laws.”—Fletcher 
of Saitoun. 

ASCAP is a non-profit voluntary 
membership Society. After expenses 
are paid all remaining revenue is 
distributed to its members, including 
an apportionment to its European 
affiliates. 

In twenty-three years of fighting 
piracy ASCAP has been awarded 
thousands of judgments. In no case 
has ASCAP collected these judg¬ 
ments, but has instead accepted a 
license contract and mere payment 
of legal court costs as satisfaction. 

ASCAP adds about 40 new mem¬ 
bers to the Society each year, making 
available their creations as well as 
the new works of its older members. 

Song writers in ASCAP were born 
in nearly every state in the Union; 
they were born on nearly every day 
of the year. {That for astrology.) 

Nearly 90 estates of deceased com¬ 
poser or author members of ASCAP 
are protected from need by their 
shares of the Society’s income. 

ASCAP IS THE SOLE REFUGE 
AND PROTECTION FOR THE 
SONG WRITER AGAINST MER¬ 
CILESS COMMERCIAL EXPLOI¬ 
TATION AND PIRACY OF HIS 
RIGHTS. 

Mrs. G. Waddington Snore Acquires a Classic 
A Monologue for Recitation at Musical Gatherings 

«By LOUIS V. AXTON 

WITH HER HEAD TILTED back 
at an angle which, had she been 
an Indian maiden born, would 

have entitled her to the name of “Rain-in-
the Nostrils,” Mrs. G. Waddington Snore 
(née Lulu Senft) dismissed her Swiss 
chauffeur and swung through the revolving 
door of Porkingham’s leading music em¬ 
porium (no stores for Mrs. G. Wadding¬ 
ton Snore!). The tilt, however, was not 
congenital but acquired through matri¬ 
mony, or rather after matrimony, when 
she found that, “beyond peradventure” 
(the cliché is Thackery’s), one of Snore’s 
sixteen thousand three hundred and eighty-
four ancestors had bought, in 1620, passage 
on the “Mayflower.” She cared very little, 
indeed, about the sixteen thousand three 
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hundred and eighty-three other possible 
ancestors ; and Snore himself, who was very 
much bewildered by the discovery, cared 
less. Why should she investigate his an¬ 
cestral catacombs, when he paid no atten¬ 
tion to hers? 
As for Mr. Snore, he did once hear his 

father-in-law state that the Senfts were 
“hot stuff”; and that was ample for him. 
Since the “discovery,” Mrs. Snore had 
wormed her way into the social register, 
as regular purchase of the volumes for 
seventeen years attested. Once her social 
position was secure, she gave much atten¬ 
tion to culture, and took the “New 
Yorker” without fail, to say nothing of 
subscribing to various publications issued 
in London, Paris and Berlin, “because 

they looked so decorative.” Not having had 
a musical education herself, she proceeded 
to get the social equivalent by subscribing 
for concerts which proved mercifully 
soporific for Snore. In fact it was quite 
common to hear the remark, “I hear the 
Snores are attending to-night.” 
Now Mrs. Snore was accustomed to 

attention, when dealing with “trades¬ 
people,” and was a little annoyed when she 
had to wait several minutes before getting 
the eye of a music clerk. She tri¿d a few 
supercilious coughs terminating jn sickly 
smiles denoting her martyrdom, and finally 
beckoned to a young employe. 
“You. You. You’ll wait on me, won’t 

you? Yes, I know you are busy, but my 
time is valuable too. What’s that? You’ll 

be right here? Well what did you go away 
for? Why do you run back and forward 
to the back of the store, and all over the 
place like a polo player? But of course 
you don’t know’ what polo is, do you ? Well 
never mind. Where are you going, now? 
Cashier’s, to make change for that little 
colored boy ? Why- doesn’t the cashier come 
to you? Imagine a woman doing business 
in that way! I always say to Mr. Snore 
that women could manage his business 
much better than men. Well it took you a 
long time to get to the cashier’s and back. 
She must be very pretty ! Oh I know 
you men; it doesn’t make any difference 
whether you are nineteen or ninety. I 
haven’t been married to Mr. Snore for 
these twenty years for nothing! 
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“Yes, I want to buy some music. Last 
week my friend, Mrs. Geldfaust, gave me 
the names of some lovely pieces and I 
wrote them down. Here they are. Dear 
me! Where did I put that list? And I 
wanted those pieces for Margot’s next 
lesson. O dear! Do you suppose that I 
could have left it in the car? 
“Now isn’t that vexing? Suppose you 

name over some pieces, and perhaps I 
could remember it? Do I know the name 
of the composer? No, I never bother with 
those trifles. I said to Mr. Snore, the 
other evening, that if I were to be asked 
right quickly I really don’t believe I 
could say for sure who wrote Shakespeare. 
“The composer? Now let me think. I’m 

sure he was a foreigner—a Pole, an 
Italian, or, it might have been a German. 
Which composers are the most popular 
this season? You know what I mgan. No, 
it wasn’t Chopin—in fact I’m sure the 
name didn’t begin with an ‘S’. 

February, shortest of all the months of 
the year, is outdone by none other in the 
richness of its musical gifts to the world. 
Its composers include Handel, who lifted 
choral music to its greatest heights; Men¬ 
delssohn, who blended the classic and ro¬ 
mantic spirits so that in the “Elijah” he 
created altogether perhaps the most per¬ 
fect of oratorios; Rossini, surpassed only 
by Mozart in the spontaneity and purity of 
his inspirations; and Chopin, the supreme 
poet of the piano. Then among interpreta¬ 
tive musicians February gave birth to Patti, 
the supreme vocalist of all time, and 
Caruso, generally conceded to have had the 
most glorious of all tenor, voices; to the 
pianists, Essipoff, a crown jewel among 
her sex, and Gabrilowitsch, unsurpassed in 
his day for the purity of his art and as 
an ideal interpreter of Mozart; to Kreisler, 
who created an era in violinistic history; 
and to Matthay, unexcelled as an original 
contributor to pianistic pedagogy. 

In their order, a list of some of the most 
eminent would include: 

Musicians of February Birth 
1st Dame Clara Butt (1873), Annette 

Essipoff (1851), Karl Halir (1859), 
Victor Herbert (1859), Johann 
Philipp Christian Schulz (1773) 

2nd Aristide Cavaillé-Col (1811), 
Adolph Martin Foerster (1854), 
Jascha Heifetz (1901), Jaroslav 
Kócian (1884), Fritz Kreisler 
(1875), Louis Marchand (1669), 
Georg Aloys Schmitt (1827) 

3rd Johann Georg Albrechtsberger 
(1736), Giulio Gatti-Casazza 
(1869), John Fane, Earl of West¬ 
moreland (1784), Marino Vásquez 
y Gómez (1831), Felix Mendels-

“Now let’s go down the alphabet, and 
run off the composers. Really, does the 
composer matter? 

“Was it a waltz? It might have been a 
symphony. But they don’t play symphonies 
as solos, do they? Of course not! How 
silly of me. The man waves at symphonies 
—doesn’t he? 

“Oh I say (as she leans over the counter 
a little and whispers), is it true that Dr. 
Bowlovski, the great conductor, wears 
corsets? Isn’t he a dream? You really do 
think that is his natural shape? How 
wonderful! I must tell all the girls at 
the club. I knew that, being a musician, 
you would know. What? You are not a 
musician? Then how would you ever know 
what piece it is I want! No, it wasn’t a 
nocturne. I played the nocturne—The 
Fifth. That was years ago. 
“Oh, did you ever hear The Maiden’s 

Prayer? You still sell it? That won Mr. 
Snore. He just couldn’t resist it. He told 

me that he was just “completely in” the 
first time he ever heard me play it. 

“That’s a nice looking piece there on 
the counter—the one with the purple cover. 
Do you think Daughter would like that? 
Oh, it’s only for children? I see. Well, it 
wouldn’t do; Daughter is only nineteen; 
and she never did like that shade of purple 
that is on the cover. 

“You ‘Give it up?’ You have no right 
to give it up ! I’ll see the proprietor. Think 
hard! 

“The Night Song from “A Day in 
Venice” by Nevin! Young man! Did you 
ever see a psychic? No? Well—see one at 
once. That was marvelous. This is just the 
piece Mrs. Geldfaust mentioned; and you 
were reading my mind all the time. 
“Would you mind seeing if my car is 

at the door? I told Gustav to drive round 
the block till I got what I wanted. 
“O, Gustav! Get out my bag. Yes, I 

want the slip Mrs. Geldfaust gave me. I 

Musicians of February Birth 
^Qy W. FRANCIS GATES 

sohn-Bartholdy (1809), Frederick 
Niecks (1845) 

4th August Böhme (1815), Sir Michael 
Costa (1808), John Comfort Fill¬ 
more (1843), William Lawrence 
Tomlins (1844) 

5th Ferdinand Barré (1843), Ole 
Bornemann Bull (1810), Rossetter 
G. Cole (1866), Luigi Mancinelli 
(1848), Christian Gottlob Neefe 
(1748) 

6th Henry Charles Litolff (1818), Ben¬ 
edetta Rosamond Pisaroni (1793), 
Vassily Ilyitch Safonov (1852), 
Otto Urbach (1871) 

- 7th William Boyce (1710), Charles 
Henshaw Dana (1846), Ossip 
Gabrilowitsch (1878), Franz F. R. 
Genée (1823) 

8th Elie-Miriam Delaborde (1839), 
André-Ernest-Modeste Grétry 
(1741), Charles Fonteyn Manney 
(1872), Alexander Petschnikoff 
(1873) 

9th Johann Ladislaus Dussek (1761), 
Karl Ludwig Fischer (1816), 
Robert Hope-Jones (1859) 

10th Alessandro Bonci (1870), Ferdi¬ 
nando Carulli (1770), Cornelius 
Gurlitt (1820), Sir Walter Par-
ratt (1841), Adelina Patti (1843), 
Karl Pohlig (1864) 

11th Feodor Chaliapin (1873), Ferdi¬ 
nand Karl Fuchs (1811), Paul von 
Klenau (1883), Johann Heinrich 
Lübeck (1799), Louis Persinger 
(1887) 

12th Charles-Wilfride de Bériot (1833), 
Giuseppe Buonamici (1846), Arcan¬ 
gelo Corelli (1653), Herbert Austin 
Fricker (1868), Victor Kolar 
(1888) 

13th Leopold Godowsky (1870), Kéler-
Béla (1820), Vittoria Tesi-Tramon-
tini (1700) 

14th Sophie Arnould (1744), Alexander 
Dargomyzhsky (1813), Louis 
Diémer (1843), Ignaz Friedmann 
(1882), Edward Baxter Perry 
(1855), Eduard Strauss (1835) 

15th Modeste Altschuler (1873), Fried¬ 
rich Ernst Fesca (1789), Robert 
Fuchs (1847), Michael Praetorius 
(1571), Marcella Sembrich (1858) 

16th Riccardo Gandolfi (1839), David 
Mannes (1866), Jacques-Pierre-
Josepn Rode (1774), Philipp 
Scharwenka (1847), Herwegh Von 
Ende (1877) 

17th Sir Edward German (1862), Ma¬ 
thilde Mallinger (1847), Giovanni 
Pacini (1796), Kurt Schindler 
(1882) 

18th Eric Delamarter (1880), Sir George 
Henschel (1850), Max Hesse 
(1858), Louis-François-Henri Le-
fébure (1754), Johann Christian 
Heinrich Rink (1770), Samuel 
Prowse Warren (1841) 

19th George Baker (1773), Luigi Boc¬ 
cherini (1743), Franz Diener 
(1849), Adalbert Gyrowetz (1763), 
Tobias Matthay (1858), Felipe 
Pedrell (1841) 

20th Charles-Auguste de Bériot (1802), 
Mary Garden (1877), Leonora 
Jackson (1879), Franz Kohler 
(1877), Jósef Poniatowski (1816) 

21st Karl Czerny (1791), Clement-
Philibert-Léo Delibes (1836), Jo¬ 
hann Wenzel Kalliwoda (1801) 

22nd York Bowen (1884), Frédéric 
Chopin (1810), Johann Nikolaus 

didn’t have it? Well, I said it is the 
Night Song from “A Day in Venice,” 
didn’t I? I didn’t? Well, what was it I did 
say? 

“Grieg’s Spring Song? Well, young 
man, you’re not so much of a clairvoyant 
after all. Dear me, would it not be a great 
idea to have all music clerks trained as 
clairvoyants ? One wouldn’t be worried 
with remembering and asking for things. 
The clerks would just have the bundle 
already wrapped when one called. Strange 
no one ever thought of that. 
“You have to go all the way back to 

the Cashier’s? Have I a charge account? 
Indeed I haven’t; and I don’t purpose 
having one in a store where one has to 
waste so much valuable time just to get 
a fifty cent piece of music !” as she 
flounced out of the emporium and chirped, 
“To the Twenty-first Century Club, 
Gustav. I’ll show the world the Snores are 
not to be imposed upon!” 

Forkel (1749), Niels Wilhelm 
Gade (1817), Otto Hçgner (1907), 
Arthur Schopenhauer (1788), 
Antoinette Szumowska (1868), 
Charles-Marie Widor (1845), Gio¬ 
vanni Zenatello (1879) 

23rd George Frederick Handel (1685), 
Adolf Kullak (1823), Gertrud 
Elisabeth Mara (1749), Rudolf 
Procházka (1864) 

24th Arrigo Boito (1842), Johann 
Baptist Cramer (1771), Arnold 
Dolmetsch (1858), Rudolf Ganz 
(1877), Auguste Götze (1840), 
Samuel Lover (1797), Louis Arthur 
Russell (1854), Samuel Wesley 
(1766), William Wolstenholme 
(1865) 

25th Enrico Caruso (1873), Armand-
Louis Couperin (1725), Johann 
Gottfried Rode (1797) 

26th Leonard Borwick (1868), Emmy 
Destinn (1878) 

27th Joseph-Amédée-Victor Capoul 
(1839), Louis Adolphe Coerne 
(1870), George Henry Howard 
(1917), Sir Charles Hubert Hast¬ 
ings Parry (1848), Anton Reicha 
(1770), Walter Spry (1868) 

28th Joseph-Jéan-Baptiste-Laurent Arban 
(1825), Marie Brema (1856), John 
Alden Carpenter (1876), Geraldine 
Farrar (1882), Friedrich Ferdinand 
Flemming (1778), Guiomar Novaës 
(1895), Elias Parish-Aivars (1808), 
Sir Charles Santley (1834), Rich¬ 
ard Heinrich Stein (1882) 

29th Adolph Achimon (1820), Pietro 
Blaserna (1836), Hermann Hirsch¬ 
bach (1812), Reed Miller (1880), 
Gioachino Rossini (1792), Richard 
Heinrich Stein (1882) 

A Missed Lesson Cure 
^y ESTHER VALCK GEORGNS 

The majority of music teachers no doubt 
spend a great deal of time wondering just 
what to do about the missed lesson—that 
bugbear which is such a decided annoyance 
to the teacher and so undoubtedly harmful 
to the pupil. Not all teachers are in a 
position or a locality where it is possible 
to demand that missed lessons be paid for, 
which is bad enough; but the teacher in 
the country or in a small town is often 
worse off, as many of the students may 
not have even telephones, and so do not 
notify in advance that they intend to skip 
a lesson. The result is that teacher waits 
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in vain for little Johnny, who does not 
come. 
After wasting hours uncounted in this 

fashion I decided there was only one thing 
to do—make the pupil pay for the time 
which he had engaged. 

Demanding that lessons be paid for in 
advance was useless in my case as the 
families of most of my pupils are people 
in very moderate circumstances, depending 
mainly on one small, town industry, and 
they would have been outraged and insulted 
if I had asked them to pay for a lesson 
which they had not received. But what 

cannot be done one way may be accom¬ 
plished another, and finally I hit upon a 
plan which has worked very well. 
The price of lessons was increased by 

one third, and if a pupil takes four lessons 
without missing he is entitled to a free 
lesson. This has practically eliminated the 
missed lesson from my class, and when 
they do occasionally occur, it is usually 
possible to predict them, as they are nearly 
always the lesson following tbe free one, 
and just before the pupil starts the new 
series of four. The parents did not object 
to the plan in the least, and not one pupil 

has been lost as a result of it. In fact, I 
.think the parents like the idea, as anything 
in the form of a bargain appeals to most 
humans. And the progress of the children 
has improved wonderfully because of the 
steady, week by week, inching ahead. It is 
not a perfect plan by’ any means, but, the 
circumstances- being similar or nearly so, 
any teacher would probably find it an 
improvement over the usual hit or miss, 
come or not come, procedure. 

* * * 
The object of music is to strengthen and 

ennoble the soul.—Morales. 
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How to Break Into Print 

IN THE ETUDE for January, 1936, there appeared an article, “What 
Makes a Successful Piano Piece?” by 

Herbert Stearns. This aroused much inter¬ 
est among young composers, who have 
asked many practical questions that are 
answered in the following article. 

To Whom Shall I Send My 
Manuscript? 

It is very desirable for the inexperienced 
composer to understand the difference be¬ 
tween a music publisher and a music 
printer. The Theodore Presser Company, 
for instance, .is a publishing house, not a 
printing house. It has no printing plant 
and confines its work solely to selecting 
manuscripts desirable for publication, to 
getting the purchased manuscripts into 
printed form, and then to marketing these 
in the customary way. 

A music printer will give you an esti¬ 
mate, including title design, plates, paper 
and printing for 100, 500 or 1000 copies. 
In this case the composer pays the bill 
and attends to the sales himself. 

The music publisher accepts a publica¬ 
tion, pays the composer for it and assumes 
the entire expense and work of publication 
and marketing thereafter. A composition, 
that has been rejected by a number of pub¬ 
lishers acquainted with the needs of the 
trade, rarely stands a chance of bringing a 
profit to the composer who attempts to pub¬ 
lish it himself. Consequently, under most 
conditions, we do not advise composers to 
bring out their own compositions, unless 
they can afford to stand an almost certain 
loss owing to their lack of business organi¬ 
zation to promote a sufficient sale. 

Do not submit to the dignified standard 
publisher any manuscripts of the so-called 
“popular” order. (See paragraph concern¬ 
ing Publishers’ Specialties.) 

Song Poems Not Wanted 
Reliable publishers, as a rule, will not 
consider verses of song poems unaccom¬ 
panied by a musical setting. They must have 
both the nfusic and the words for considera¬ 
tion. The success of a song depends upon 
the music, not the words. Good musicians 
prefer to select their own words for mu¬ 
sical settings. 

Do not ask a publisher to suggest a com¬ 
poser for your song poem. They positively 
refuse to attempt to do this, as it is a 
matter entirely outside of their sphere of 
work. The words have very little to do with 
the success of a song. Many famous song 
poems have been set again and again by 
different composers who have hoped to 
equal the success some other composer has 
had with that particular poem ; but the 
public has shown that one setting which 
pleases it stands out fâr above the others. 
Thou Art Like Unto a Flower is reported 
to have had about a thousand musical set¬ 
tings; but the one by Rubinstein is the 
only one to attain very great popularity. 
The same applies to Nevin’s Rosary and 
various settings of the Rubaiyat of Omar 
Khayyam, of which the one by Liza Leh¬ 
mann is by far the most popular. Conse¬ 
quently the publisher’s only concern is in 

. the music. The words must be good, but 
they are of secondary importance. 
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Practical Suggestions for Young Composers 

Beware of Fraudulent Publishers! 
In recent years a huge fraud has been 
practiced upon inexperienced composers and 
writers of song poems. Swindling concerns 
have advertised for compositions, and after 
receiving them have encouraged the flat¬ 
tered composers to issue them and at the 
same time to defray the cost of printing. 
The cost set is often a figure that represents 
enormous profits to the swindler. Tons 
of trash and doggerel, coming from the 
uninformed, have been foisted on the pub¬ 
lic, and actually hundreds of thousands 
of dollars have been pilfered from unsus¬ 
pecting victims. If your composition has 
any salable qualities a reputable publisher 
will accept it and pay you for it. Do not, 
therefore, consider any proposition coming 
from any firm asking you to defray all 
or any part of the expense of publication. 
If you wish to publish your composition 
yourself, apply to any one of the following 
firms of music printers and get estimates : 

Music Lithographers 
Otto A. C. Nulsen, Box 774, Cincin¬ 

nati, Ohio 
Rayner, Dalheim and Co., 2054 West 
Lake Street, Chicago, Illinois 

Teller Sons and Dorner, 311 West 
43rd Street, New York City 

John Worley Company, 166 Terrace 
Street, Roxbury, Boston, Massa¬ 
chusetts 

Zabel Brothers, 5th Street and Colum¬ 
bia Avenue, Philadelphia, Penn¬ 
sylvania 

Otto Zimmerman and Son, P. O. Box 
1470, Cincinnati, Ohio 

Scholz-Erickson Company, 5th and 
Howard Streets, San Francisco, 
California 

Music Typographers 
Anderson Brothers, 633 Plymouth 

Place, Chicago, Illinois 
I. Casper, Steele Building, Philadel¬ 
phia, Pennsylvania. 

F. H. Gilson Company, 40 Winchester 
Street, Boston, Massachusetts 

Haddon Craftsmen Inc., Camden, New 
Jersey 

Anything in the nature of sheet music 
should be handled by a music lithographer. 
Small song collections, gospel hymns, and 
so on, usually are cared for by music 
typographers. 

If you publish your music personally and 
desire to know about the copyright law, 
full information as to how to copyright 
a musical composition may be secured by 
addressing the Register of Copyrights, Li¬ 
brary of Congress, Washington, D. C. 

It is never necessary or desirable, when 
submitting a manuscript to a reliable pub¬ 
lisher, to seek copyright protection. The 
publisher attends to this when the com¬ 
position is published. 

Publishing houses, throughout the world, 
are distinguished for their specialties. Dis¬ 
appointment may be avoided by studying 
the class of music issued by each house 
and then by refraining from sending manu¬ 
scripts obviously “impossible.” 

Send the Manuscript Itself 
Never write a publisher in advance and 
ask him if fie can accept your manuscript. 
Send the manuscript itself, with a brief 
explanatory letter attached ; and enclose re¬ 
turn postage. Never fail to put ÿour full 
name and correct address on the manuscript 
itself This is for your protection, should 
your letter become detached from the 
manuscript. While all manuscripts sent to 
a publisher are at the composer's risk, pub¬ 
lishers take a pride in doing everything 
possible to care for the manuscript while 
in their possession. At least a rough copy 
should be always retained by the composer. 
When the manuscript reaches the pub¬ 

lisher, an acknowledgement is generally 
sent to the composer stating that the manu¬ 
script has arrived. This, however, does not 
imply that the publisher is legally respon¬ 
sible for the possible loss or destruction 
of the manuscript through fire, and other 
providential causes. It is simply a courtesy 
to the composer. An immediate and care¬ 
ful record is made of each manuscript 
received. 

fudging the Manuscript 
In the larger houses a corps of experts 
decides upon the manuscripts. In the smaller 
houses the proprietor, if he is a musician, 

may determine their desirability for his 
particular catalog himself. Often a doubt¬ 
ful manuscript is laid aside for future ex¬ 
amination. It should be remembered that 
these judges go through endless manu¬ 
scripts with the one hope of finding some 
piece suitable for publication. Nothing is 
neglected. 

Do not expect an immediate decision and 
answer. All worth while manuscripts de¬ 
mand deliberation and special thought. 
The manuscript remains the property of 

the composer until he accepts the proposi¬ 
tion made to him by the publisher. Un¬ 
available manuscripts are returned to the 
composer. 
The composition may be acquired by a 

publisher, either by outright purchase or 
upon a royalty basis. Royalty is generally 
paid only to composers of established repu¬ 
tation. Most composers prefer to sell their 
compositions outright. Only a very few 
strikingly original works can earn royalties 
of any considerable amount. Even with the 
most promising manuscripts, success is a 
gamble. Only about one composition in a 
thousand makes a noticeable impression on 
the buying public. An outright purchase is 
in most cases better for the author, as he 
cannot afford to wait years for royalty 
returns, which, indeed, may never come. 

All legitimate publishers are glad to pay 
reasonable prices for acceptable manu¬ 
scripts, based upon the commercial pos¬ 
sibilities of the piece. 

Rejection does not necessarily mean lack 
of merit. No publisher will accept a 
manuscript for which he may have great 
difficulty in finding a market. Some other 
publisher may have just that market and 
may be glad to get the work. Many manu¬ 
scripts are submitted before the composer’s 
training justifies him in attempting com¬ 
position. No one would submit a literary 
manuscript without first studying spelling 
and grammar. Do not be disheartened if 
your manuscript is returned, particularly if 
you are at the beginning of your career. 
In some cases rejection is more fortunate 
than acceptance, where the latter might 
have meant that your piece would have been 
tied up with a publisher with no market 
for that particular kind of a piece. 

Practical Suggestions 

SPECIAL ANNOUNCEMENT 
An Eminent Band Authority 

William D. Revelli, Director of the famous 
University of Michigan Bands, and one of the 
most widely acclaimed conductors of clinics 
upon School Band and Orchestra Music, will, 
in response to a pronounced demand for expert 
opinion on School Bands, tal^e charge of the 
Band and Orchestra Department of The Etude, 
in this way succeeding to the very able editor' 
ship for some years in the hands of Victor J. 
Grabel, whose experience has been more in the 
field of Military and Concert Bands. 

Mr. Revelli’s first department will appear next month. In lieu of a 
Band Department for this month, we are presenting on another page 
of this issue a most remarkable interview upon bands, with Mr. Ralph 
T. Senter, President of the Philadelphia Rapid Transit Company. 

William D. Revelli 

Do not “flood” the publisher with a num¬ 
ber of manuscripts at one time. He is not 
nearly so likely to give careful attention 
to a dozen of your pieces as he is to one 
or two. 

Do not mix up in some general letter 
your remarks referring to a composition. 
Write one brief letter devoted entirely to 
the submission of composition, and send 
that with the manuscript. 

Do not fail to use regular ruled music 
paper. Home ruled paper may prejudice 
the publisher. Take a pride in making your 
manuscript, above all things, clear. There 
is no objection to writing on both sides 
of the page in making musical manuscripts. 
Use either pen or pencil in preparing 
manuscripts. 

Do not blame the publisher if your manu¬ 
script is lost. The best possible care will 
be taken of it, but the law does not hold 
the publisher responsible in case of loss. 
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A Monthly Etude Feature 
of practical value, 
by an eminent 

Specialist 

3M usic Extension. Study (Bourse 
For Piano Teachers and Students 

^y DR. JOHN THOMPSON 

Analysis of Piano Music 
appearing in 

the Music Section 
of this Issue 

BALLOONS IN THE AIR 
By Bertha R. Frick 

To be këpt in character—light and airy— 
this number must be phrased exactly as 
marked. The phrases in the first section 
should be tossed off sharply as indicated 
by the staccato dot at the end of each 
curved line. See that the pedal is released 
at the same instant the left hand throws 
off its final chord. Do not overlook the ex¬ 
tended legato phrase in measures 13, 14 
and 15. 

The second section is in G major, sub¬ 
dominant key, and is played at somewhat 
slower tempo-meno mosso. 

It is important to emphasize the accents 
appearing on the second beat in measures 
38, 40, and so on. 
Try to achieve throughout a “floating” 

effect. 
DANCING MARIONETTE 

By Stanford King 
In this number, as in all dance music, 

rhythm is uppermost ; but in this instance 
careful consideration must be given to tonal 
values as well. 

The mood of the composition is estab¬ 
lished in the opening four measure intro¬ 
duction. Markings are to be regarded here, 
slurs, staccati, sostenuto, as all these have 
direct bearing on the rhythm. 

The first theme is announced in the fifth 
measure and lies in the lower or alto voice 
of the right hand. Make the most of this 
theme and such other sustained notes as 
appear in the first section. Pedal sparingly. 

The second section in B-flat major, the 
dominant key, shows the theme in the 
soprano voice. Here again we find sustained 
notes alternating with active little figura¬ 
tions in eighths. Picture in your imagina¬ 
tion the action of clever little figures in a 
Tony Sarg show and try to capture the 
atmosphere generated by the clowning 
antics of these tiny wooden people. 

The chords in the Trio call for nice fore¬ 
arm staccato, with fingers held close to the 
keys. 
NONE BUT THE LONELY HEART 

By Tschaikowsky-Saar 
The music of Tschaikowsky continues to 

be the subject of much debate, pro and con. 
Certain poseurs of the world of music have 
made the bald statement that to enjoy 
Tschaikowsky is to betray a musically im¬ 
mature mind. Great numbers of famous 
musicians on the other hand proclaim this 
Russian a towering genius in the fields of 
composition and orchestration. Whichever 
side of the controversy one espouses it is 
an undeniable fact that Tschaikowsky in 
his music bequeathed to the world an as¬ 
tounding number of beautiful melodies— 
and of such there is an obvious dearth 
among modern composers. As Deems Tay¬ 
lor so aptly put it in a recent broadcast, 
we moderns not only wonder where Tschai¬ 
kowsky found so many beautiful tunes but 
are preoccupied with speculation as to 
where more like them can be found ! 

This song has been a great favorite with 
contraltos for many years but it remained 
for Louis Victor Saar to make a fine piano 
solo arrangement which brings this haunt¬ 
ing melody within the province of the key¬ 
board. 

After a most ingenious introduction of 
eight measures Mr. Saar presents the mel¬ 
ody in the left hand against the syncopated 
chord accompaniment of the right. 
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For obvious reasons, give to the melody 
the best possible singing tone. 

Try to hear this immortal song sung on 
radio or phonograph by a great artist. So 
best will one preserve the vocal traditions, 
particularly while playing the somewhat 
intricate accompaniment figures introduced 
by Mr. Saar. 

This music should be a distinct addition 
to the piano solo repertoire. The arrange¬ 
ment is pianistic and playable, as is to be 
expected when one considers that Mr. Saar 
is a master in this particular field. 

OLD FIDDLER’S CONTEST 
By Luciana Jewell 

Here is a number with homely atmos¬ 
phere in the style of a humoresque. It has 
real pianistic value in that it demands pre¬ 
cision and evenness of both hands in the 
matter of finger legato. 

Let the contrast be well marked between 
staccato and legato; keep the rhythm, and 
preserve a steady even tempo. 

There are several passages in this com¬ 
position which will benefit decidedly from 
separate hand practice. 

TEMPLE DANCE 
By Homer Grunn 

Homer Grunn is a talented American 
composer who has contributed many in¬ 
teresting things to piano literature. 

This temple dance, as the name suggests, 
is semisacred in character. The dance as a 
form of worship is still performed in many 
parts of the world besides the Orient. 

Mr. Grunn has imparted to this music a 
certain oriental flavor which will be en¬ 
tirely lost if the piece is improperly played. 

Set a moderate pace and preserve it 
throughout. The music should breathe that 
air of serenity and mystery which is part 
and parcel of all oriental ceremonials of 
worship. The antiquity of the dance as a 
form of worship is a fascinating study. The 
picture comes to mind of David singing to 
the music of his harp and dancing before 
the tabernacle. The reference to David, in¬ 
cidentally reminds one of the fate meted 
out to the first music critic mentioned in 
Bible chronicles. According to the old story 
David slew him with a javelin. A precedent 
which, fortunately or not depending upon 
the point of view, modern civilization has 
discarded. 

Note the occasional drum beats or tom¬ 
tom effects which Mr. Grunn introduces in 
the left hand. Play these in a monotonous 
manner against the more colorful passages 
in the right hand. 
In the second section—measure 41—the 

theme lies in the lower voice, sometimes 
played by the right hand, sometimes by the 
left. Pedal strictly as marked. 

MORNING REVERIE 
By Lily Strickland 

A reverie is fundamentally lyric in style 
and introspective in character. The first 
theme of this music lies in the right hand 
and demands several changes of pace, for 
example the accelerando at measure 9 and 
the ritardando in measure 12. 

In the second section the tempo is some¬ 
what accelerated—piu mosso—and the left 
hand part is played marcato but with per¬ 
fectly even legato. 

Tonally this section builds to consider¬ 
able proportions, the crescendo beginning in 
measure 26 growing to fortissimo in meas¬ 
ure 28. 

A ritard, diminuendo and a Dal Segno 
mark bring us to a repetition of the first 
theme which terminates at Fine. 

AVE MARIA 
By Franz Liszt 

Liszt’s ecclesiastical trend of mind as¬ 
serted itself early in his career as indicated 
by this music which was composed some 
twenty years before he attained the title 
of Abbe. 

This hymn should be played with recol¬ 
lections of the sonority of organ music in 
mind. Use the pedal freely for sustaining 
purposes. In playing the broken chords be 
careful to give full value and intensity to 
the notes forming the melodic line. 

The Latin text should prove a valuable 
guide both to the spirit and melodic con¬ 
tent of the work. Innumerable have been 
the settings of this ancient prayer, none of 
which is of more lasting interest than the 
one under consideration, made by Liszt 
who knew and loved his instrument and 
was so perfectly aware of its possibilities 
and its limitations. And .we have in this 
number, by the way, an excellent example 
of Liszt, the musician, transcending Liszt, 
the incomparable technician. 

PRELUDE, OP. 28, No. 18 
By F. Chopin 

Someone—was it Huneker?—once said 
that if he were to be bereft of all piano 
works save one, he would choose to keep 
the Chopin “Preludes.” 

In his Opus 28, Chopin gave to the world 
twenty-four “Preludes”—one in each major 
and one in each minor key. Each is a gem, 
and quite obviously a work of sheer in¬ 
spiration. Never does there obtrude the 
least suggestion that this work was done 
under pressure as is so often the case when 
a composer sets out systematically to write 
on a given schedule. This fact is particularly 
remarkable in the case of Chopin, a person 
with an innate abhorrence for form and 
restriction. Chopin’s sonatas for example, 
where one naturally conceives the com¬ 
poser writing in accordance with well estab¬ 
lished form, are not actually sonatas at ill I 
One can find the exact spot in the develop¬ 
ment of each where he flings off the re¬ 
straint imposed by the sonata form and 
thereafter composition proceeds somewhat 
after the fashion of a ballad. In spite of 
this fact—or shall we say because of it— 
these works remain imperishably beautiful 
and artistic contributions to piano literature. 
The Prelude in F minor is one of the 

most dramatic in the set. To be performed 
effectively, however, it assumes perfect fin¬ 
ger and octave control and demands an 
understanding of the Chopin style. There¬ 
fore the study of this prelude should by 
all means be preceded by many of Chopin’s 
simpler compositions. 

HURDY-GURDY MAN 
By Elva Chittenden 

Observe that in the Hurdy-Gurdy Man, 
both hands remain in five-finger position 
throughout. Miss Chittenden has given us 
here a short tune for Juniors in which the 
melody is played by the right hand while 
the left supplies the single note accom¬ 
paniment. The piece lies in singable range 
and may be used both as a song and as a 
piano solo. 

THE DEEP SEA DIVER 
By Walter Rolfe 

The Deep Sea Diver, as is to be ex¬ 

pected, sings his song in the bass—the 
melody taken by the left hand. If desired 
for reasons of practice or novelty this num¬ 
ber can be performed as a cross hand piece 
in which case the right hand plays the bass 
melody, while the left crosses over for the 
accompanying chords. 

Many dynamic changes are indicated in 
this little number which should prove help¬ 
ful in teaching the young pupil tonal 

A LINNET SINGS IN THE 
LILAC TREE 

By Berniece R. Copeland 
Miss Copeland’s little piece, built upon 

bird calls provides a novelty for the young 
pianist. Incidentally it offers excellent study 
in playing three note slurs, trills, and so on. 
Play in sprightly manner—the phrases 

tossed off smoothly and gracefully. 

THE SWING IN THE ORCHARD 
By Ella Ketterer 

Practice in left hand melody playing and 
crossing the hands are features of this little 
work by Ella Ketterer. Opening with the 
melody in the tenor section—upper voice of 
the left hand—the right hand supplies as 
accompaniment a series of two note slurs 
in which this hand is required to drop on 
double notes and roll or toss off on the 
thumb. 

The second section is in the key of the 
relative minor and calls for nice distinction 
between legato and staccato. Use the pedal 
sparingly—only at the points indicated. 

CABIN SONG 
By Florence B. Price 

Here is an interesting melody w’hich Miss 
Price presents as a Negro Cabin Song. For 
the most part the melody is I divided between 
the hands and will be found very playable. 
Except for the final chords the entire piece 
lies in the five finger position. Because of 
obvious “patterns” this makes an excellent 
rote piece—, or it might be used profitably 
as an example in reading. 

GATHERING OF THE PIXIES 
By Louise E. Stairs 

This number with its broken chords in 
quarter notes, divided between the hands, 
makes a good study in elementary chord 
analysis. It also develops staccato and 
legato playing. 

It is intended to be played at spirited 
tempo and care should be exercised to 
observe the marks of dynamics. 
Words are provided to help the young 

player to catch the proper atmosphere. 

♦ * ♦ ♦ ♦ 

Jazz Before the Jury 
"Now why should there be all this coil 

about jazzf It is not worse than the dances 
of twenty or thirty years ago; it is, in 
many ways, a much richer product, but 
equally ephemeral. No on¿ troubled about 
the status of the polka or barn dance as 
music. They were, for the most part, poor 
stuff, but jolly enough to dance to, and they 
were quite as appropriate to the dances 
then in vogue as jazz rhythms are to the 
dances of to-day. But zvhereas the older 
dances were confined to the ballroom, pro¬ 
grammes of jazz numbers are commonly 
broadcast to a great audience of listeners, 
and the question inevitably arises: Where 
does jazz stand as music tò be listened to?” , 
—William Walton. 
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Piano Music Racks for 
Children 

In a recent copy of The Etüde 
you mentioned a pedal extension for 
children which I already possess and 
find very helpful. My one worry now, 
especially with small children, is how 
to make them comfortable while read¬ 
ing music. The music racks on almost 
all pianos are so high that the little 
tots must strain their eyes and necks 
to see the music. Is not this harm¬ 
ful?—M. M. B., Rhode Island. 

It is not only harmful but positively 
maiming; and this goes for adults as well 
as children. No one will ever know how 
many thousands of us have acquired perma¬ 
nent stiff cricks in our necks—not to speak 
of spinal curvatures—as a result of the 
painful angles to which we have been 
forced in order to read music. 
To be sure some of the new uprights, 

spinet grands, and other modern styles 
have remedied this; yet the well known 
makers of grand pianos have not found 
the way to make a comfortably located 
piano rack. Is it any wonder that children, 
whose legs cannot reach the floor and who 
have to strain and struggle to read the 
complicated musical notation, not only tire 
quickly but cannot concentrate? And when 
poor, insufficient lighting is added to this, 
the result is disastrous; the child quickly 
gets to hate the piano. I am sure, too, that 
this discomfort causes much of* the poor 
reading with which we have to contend. A 
student simply cannot take the trouble to 
read correctly when he is so uncomfortable ! 

Luckily, some good corrective devices 
are now procurable at very reasonable cost, 
to help both children and adults. A re¬ 
movable, adjustable piano rack can be had 
to bring the music downward and forward 
to the level of their eyes; adjustable foot 
rests may be set to five or six heights ; 
seat cushions may be procured which can 
be changed in a moment to any desired 
height. There is no longer any excuse for 
strained legs, back, neck and eyes. The 
publishers of The Etude will gladly assist 
readers in securing any of the articles men¬ 
tioned here. 

Two Piano Ensemble 
I am a member of a two piano 

team ; my partner is a girl. Both of us 
have had considerable experience in 
classical and popular music. We have 
studied much and have a pretty big 
technic. Our problem is : How can we 
develop style in two piano work? 
What is a satisfactory procedure to 
follow in working up a two piano 
number? How should I go about 
learning to arrange for this combina¬ 
tion ?—R. L. S„ Indiana. 

This is too large an order for me to fill 
here. I can only give you a few general, but 
I hope, helpful suggestions, on two piano 
ensemble. First, you must always remember 
that the addition of an extra piano and 
pianist doubles your mechanical resources, 
giving you four arms, twenty fingers, two 
damper pedals, one hundred and seventy-
six piano keys. And here is where duo 
pianists, composers and arrangers make 
their first mistake—they employ all these 
resources too prodigally, resulting in hard, 
hammered quality, and opaque, muddy 
texture. The composers who have written 
best for the two piano medium—Mozart and 
Saint Saëns—evidently sensed this danger, 
for their own works are models of re¬ 
straint. If teachers and players would fol¬ 
low these examples of note economy, two 

piano playing would be even more popular 
than it is. When the tones of a percussive 
instrument (with its pitch already inexact) 
are doubled, as often occurs in two piano 
playing, the resulting out-of-tuneness adds 
to the thick, dull sound. An arranger should 
constantly try to shear off all such doublings 
—and indeed, as many other nonessential 
tones as possible in order to attain a tex¬ 
ture of sufficient thinness and transparence. 
Each pianist must halve his solo dy¬ 

namics if the resulting amount of tone is 
to be satisfactory. This is very hard to 
do; for instance, if piano is called for, each 
pianist must play pianissimo, if forte, each 
must play mezzoforte, and so on. This is 
almost impossible to achieve unless the 
performers play by memory, with the piano 
racks down, listening every instant to the 
quantity of their tone. To be made acutely 
conscious of this exaggerated dynamic scale 
is of the greatest value to the pianist, not 
only in ensemble but also in solo playing. 
If, to produce a pianissimo, he must play so 
lightly as to be practically inaudible, he 
will gradually double his dynamic range. 

The difficulty of playing softly enough 
is illustrated in the following story. My 
colleague and I (years ago!) were prac¬ 
ticing a passage of that favorite old war 
horse, the Arensky Waltz, in which he had 
the tune, accompanied by my piano in soft 
scale passages. We repeated it several times 
—each time with my partner’s emphatic 
request that I play the embroidering pas¬ 
sages softer. Evidently, I failed miserably, 
for the air in the practice room soon be¬ 
came blue ! His exasperation finally gave 
way to the sad realization that it was im¬ 
possible for me to play pianissimo enough. 
But, since hope springs eternally, he pa¬ 
tiently said, “Well, let’s try it just once 
more.” This was so successful that he 
burst out—“There ! that was perfect ! Why 
can’t you always play it that way?” Meek¬ 
ly (but triumphantly) I answered, “You 
see, I didn’t play my passage at all that 
time, I just ‘made believe’ by playing on 
the tops of the keys!” From which you 
will deduce that in two piano playing it is 
always the other fellow who plays too 
loudly ; often it is annoying if you can 
hear him at all. 
On the other hand, the team must be 

wary about its fortes and fortissimos. Only 
one or two fortes should be permitted in 
each piece, and certainly not more than one 
fortissimo. When (and if) this is required, 
it should burst forth brilliantly like a 
shooting rocket, and subside as quickly. 
But (I say it with a resigned sigh) duo 
pianists will probably still continue to 
disregard this advice, and we shall be 
everlastingly irritated by those players 
whose sole color is a hard, rusty-wired 
forte. Heaven preserve us from the clan! 
Other points worth watching are: in 

rapid pieces with scale, arpeggio or finger 
passage work, the pedal is employed much 
less than in solo playing, in fact the best 
advice I can give you at such times is to 
use no pedal at all, and to play lightly non¬ 
legato or semistaccato. On the other hand, 
in slow sustained pieces like the Corona¬ 
tion Scene from “Boris,” or Debussy’s 
Afternoon of a Faun, even more pedal can 
be used than is possible in solo playing. In 
fact, one of the fascinations of two piano 
playing is the pedal experimentation made 
possible with the two sounding boards and 
dampers. 

Which brings me to a very important 
point. One of the marked differences be¬ 
tween ensemble and solo playing is in 
the extra amount of bass tone required 
of the pianist's left hand; in other words, 
he is often the only “bottom” for the 
other two or three hands ; so, in order to 
make this bass rich and powerful enough, 
it must be played exaggeratedly loudly. 
Without such solid foundation, the whole 
structure wobbles insecurely. Amateur en¬ 
semble players do not watch this enough. 
Above all, never try to bring out two 

themes at the same time. The percussive 
nature of the piano precludes the success 
of any such plan unless the melodies are 
widely separated on the keyboard. Only 
one important melodic line should be well 
outlined—and all else relegated to a soft, 
but live background. 
Ensemble players should work long at 

the easier, lighter repertoire before they 
tackle the Brahms-Haydn or Saint-Saëns 
Variations ; and they should, of course, 
memorize all their pieces. They must strive 
for an impeccable, alluring rhythm, since 
this is the most important attribute of good 
two piano playing. . . . 

Starting signals are given by one pianist 
who raises his head slightly, like a con¬ 
ductor’s upbeat, and then lowers it for the 
“attack.” For one of the pianists to wink his 
eyes at the other for a starting signal—as 
actually happened in a case I know—is too 
risky. 

On a stage the pianos should be fitted 
together like this, 

with the top of Piano II removed, the 
raised cover of Piano I acting as sound 
reflector for both instruments. 
A word as to arrangements ; I see no 

earthly reason why pieces written and 
thought for solo piano should be tran¬ 
scribed for two pianos, when there is such 
a wealth of orchestral and chamber music, 
songs, violin sonatas, and so on, hopefully 
awaiting a good arranger to make it avail¬ 
able in this attractive medium. 
It is well to remember that of all 

branches of ensemble, two piano playing is 
the most difficult for the performers them¬ 
selves to hear; therefore a coach or an 
experienced teacher is absolutely indis¬ 
pensable in order to achieve a well bal¬ 
anced result. 

Duo pianists should have conspicuous 
signs before them in their practice rooms to 
admonish them incessantly to play, “More 
Pianissimo,” “Semistaccato,” “One climax 
only,” “Softer,” “Dryly,” “Less Tone,” 
“Less Pedal,” and to “Restrain Yourself,” 
“Hold Back” and “Keep Down.’’ I am 
afraid, however, that it would take huge, 
glaring neon signs to make them really 
heed these warnings ! 

Two Boys 
I am fifteen years of age and have 

studied piano for approximately six 
years. At present, along with my 
studying I am trying to educate two 

small boys, one of seven and one of 
eight. One boy has done well. He had 
had previous training in school and 
grasped the fundamentals rapidly. 
The other boy does not seem to be in¬ 
terested and is coming along very 
slowly. However, his mother anil 
father insist upon his studying piano. 
What do you suggest?—R. J. R., 
Michigan. 

At your age, unless you are an example 
of that rare species, a “born teacher,” you 
ought not to undertake the musical educa¬ 
tion of anyone. For, unfortunately, most 
teachers are not “born”—it takes years of 
training to produce even an ordinary one. 

If the parents cannot engage a musician 
of wide musical experience for both boys, 
could they afford to send the slow chap to 
a more mature teacher? Then, if you must 
continue to teach the bright boy (which I 
do not approve of, even if you need the 
money), couldn’t you take him once a 
month to your own teacher for a check-up? 

Rack Down 
Often photographs of pianists 

seated at the piano are taken with 
the music rack folded down. Is this 
a true way for the pianist to judge 
the tone reaching his hearers, whether 
it be loud or soft, as the case may 
be. I notice a decided difference in 
tone when the rack is down, louder, 
even harsher sounds being produced. 
Do you advise practicing with the 
rack down ?—H. B., Canada. 

I am very glad you brought up this 
very important point. If all concert pianists 
play with racks down—as they do—does 
it not seem advisable for students and 
teachers to follow suit? The rack is a 
wall which prevents the pianist from prop¬ 
erly hearing the quality and quantity of his 
tone. It is one of the chief reasons for the 
student's surprised remark, “Oh, I thought 
I was playing very softly,” when to the 
teacher’s ears he actually sounded mezzo-
forte. The difference between rack up and 
rack down is really astounding. Luckily 
you found this out yourself. 

Also, practice as much as possible with 
the rack down, and insist that all your stu¬ 
dents with grand pianos do the same as 
soon as their pieces are memorized. It is 
often possible to practice with the music 
laid flat on top of the rack. 

Rotation 
In Mr. Matthay's alleged remarks 

contained In the recent Etci>b article, 
"Is there a Last Word in Piano Tech¬ 
nic?’’, he says that one cannot even 
place his hand in playing position 
without a slight forearm rotation 
toward the thumb, to keen the hand 
from falling over on Its side. Is this 
the principle embodied in "Rotation 
of the Wrist"? Any enlightenment 
given will be heartily welcomed.— 
H. B„ Canada. 

Mr. Matthay is right. Have you ever tried 
to rotate your wrist? Impossible, isn’t it? 
But the rotation of the forearm is one of 
the most important pianistic principles. 
Upon it depends much of the articulative 
freedom of arms, hands and fingers. Mat-
thay’s pamphlet, “The Forearm Rotation 
Principle and its Mastery,” gives an ex¬ 
cellent exposition of it, and will answer 
all your questions. 
Always remember that the wrist has 

nothing at all to do with relaxation. Let 
teachers put that statement in their pipes 
and smoke it hard, even if it “knocks ’em 
out for awhile!” The true seat of “relaxa¬ 
tion” is that floating elbow tip with its 
free swinging, rotating forearm. 
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Harry Adjip, in Berber costume 

From Jungle to Symphony 

C Hall 

An Extraordinary Musical Life 

The talc of o man with four names; who iras born in Hawaii, of 
American Indian parents; iras brought up by a Malay in Singapore, as a 
Mohammedan; is now a Presbyterian and an active musician in Phila¬ 

delphia; and whose story was secured expressly for The Etude 

% RALPH G. RUTLEDGE 
Harry Adjip, as he is to-day 

\JO MORE REMARKABLE STORY 
■t * has ever come into the oilice of The 
Etude than this one. Harry Adjip is known 
to us personally, and we are convinced that 
his narrative is accurate to the best of his 
recollection. The fact that in the United 
States of America of 1938 he is still con¬ 
vinced that he has seen a Tigerman shows 
the power of superstition in the deep and 
mystic East. We have seen some of the 
amazingly fine copies of the scores of 
classics which he has made while employed 
by Mr. Edwin A. Fleisher in copying parts 
of the magnificent Fleisher Collection at 
the Free Library of Philadelphia, one of 
the greatest collections of orchestral and 
chamber music in America. Mr. Fleisher 
assures us that he is one of the most ex¬ 
acting and painstaking workers he has ever 
known. Mr. Adjip lives in Philadelphia, 
with his wife, who is a native of Porto 
Rico. None of his compositions have been 
published.—Editorial Xote. 

* * * * * 

A Colorful Childhood 
“'M NAME is Harry Adjip. and I 

l%/| purpose telling first, the follow-
L’A ¡ng facts just as they have been 

revealed to me by those who knew the cir¬ 
cumstances surrounding my birth, and later 
the varied experiences I have had in con¬ 
tact with music in different parts of the 
world. I say that my name is Harry Adjip. 
because it is one of the names by which I 
have been known ; but, as I shall later ex¬ 
plain, I am entitled to four names, Kalow. 
Mohammed Ali, Hadji Mohammed Ali. 
and Harry Adjip. In so far as I know. I 
am racially an American Indian, my father 
having been a Cherokee born in North 
Dakota. His name was Maro Kalow. My 
mother was part Mexican Indian and 
Spanish. I was born in Honolulu, Hawaii. 
January 15, 1888, where my father had a 
small sugar plantation. 

“When I was three years old my mother 
died and my father was so despondent that 
he decided to leave Hawaii. He sold out 
and moved on with my sister and myself 
to the Orient. For a time he was in Manila, 
then in Hongkong, and at various places 
where he worked on rubber plantations. In 
one of these places he encountered an Eng¬ 
lish circus, and this led him to Kuala Lum¬ 
pur (in the state of Selangor) which, after 
Singapore, is the second largest city of the 
Malay Peninsula. It is one of the most 
beautiful cities of the British Empire in 
the Far East, with numerous fine modern 
buildings, excellent paving and all muni¬ 
cipal improvements. The circus opened with 
my father as the director of the Wild West 
Show. Even then the romances of our 

Western plains and mountains were very 
thrilling to the Oriental. They liked the 
swift riding and the gunfire of the cow¬ 
boys and the Indians, and father's show 
made a very great hit. 

“At that time I was about five years old. 
One night father went out to the jungle on 
a hunt with a group of men from the cir¬ 
cus. A black leopard, which no one had 
seen, stealthily leaped from a tree on my 
father’s back, and in a few minutes, father 
was no more. All that he left to me was a 

small amount of money and an envelope 
with passports and papers giving my ances¬ 
try. These were handed over to a man who 
became my godfather. He was a Malay 
named Hadji Abdul Karim. He was a kind 
of priest, in that he was a teacher of the 
Koran and the Mohammedan Bible. It 
should be understood that the Mohammedan 
religion is monotheistic. That is. it believes 
in one god and not in the trinity as ex¬ 
pressed in Christianity. It does, however, 
accept a large part of the Christian Bible 

Harry Adjip, as a Mohammedan 

and it reveres Christ like Mohammed, not 
as gods, but as great prophets. Even at 
Mecca the name of Christ, 

z-sj- bNo? 
I * 

appears at the sacred Ka'ba, the most holy 
spot in the Mussulman's world. 
“All of my early education was Moham¬ 

medan in the strictest sense. My godfather 
was a man of extraordinarily high ideals 
and human sympathies. I know from long 
residence in America that many people 
look upon the Malays as semicivilized in 
their thought. I heard from my godfather 
only the loftiest and noblest conception of 
life relations. He spoke Malay, which was 
my first tongue. He also spoke Arabic. 

“Life in the Malay Peninsula is very dif¬ 
ferent from life in the West. Once on a 
rubber plantation I was working with a 
group, burning up trees to make a clearing 
on the edge of the jungle. I started a fire 
and ran a few yards away, when I heard a 
call from my companions. I jumped and 
looked back of me, and there dangling 
about a foot above the place where I had 
been standing, was a twenty-five foot 
python, with a head as big as my own. If 
I had delayed my jump only a few seconds, 
this story would never have been told. My 
companions attacked the snake with long 
knives, known as parangs, and soon the 
reptile was no more. 

Music Study Begins 
“Next to our one story bungalow there 
lived a musician who had formerly played 
in a band in Manila. Music attracted me 
enormously and my godfather arranged to 
have this neighbor to give me lessons on 
the violin. No one ever had to encourage 
me to practice, for I wanted to do nothing 
else. The real Mohammedan has many pro¬ 
hibitions regarding art, music and even 
sport. In art, designs are permitted but 
drawings of animate objects are prohibited. , 
The strict Mohammedan is not permitted to 
take part in football, dancing with the other 
sex, nor is he expected to be seen in mov¬ 
ing picture shows. Music is supposed to be 
purely celestial, and therefore the real 
Mohammedan does not participate in it save 
in religious festivals, or unless he is drafted 
to play in a military band as a soldier. 
Consequently it seemed very queer for my 
godfather to let me take music lessons, as 
I believed he was my real father and that 
I was his own son. Later I learned the rea¬ 
son for his attitude. I was not his son and 
not racially a Mohammedan. 

(Continued on Paye 113) 
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FASCINATING PIECES FOR THE MUSICAL HOME 
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This lovely song by Tchaikovsky, always a great favorite with contraltos,became the theme song in the famous film presentation, “Little Women,” 
and has since had renewed popular vogue. Mr. Saar’s arrangement for piano makes it into a real piano piece suitable for recital purposes and well de-
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OLD FIDDLERS’CONTEST 



TEMPLE DANCE: 
ORIENTAL WALTZ 

Moderato M.M. J. = 60 HOMER GRUNN 





MASTER WORKS 

AVERIARIA 
No.2 from “HARMONIES POÉTIQUES ET RELIGIEUSES” 

This unusual work of Franz Liszt,entirely free from the fioritura - like embellishments found in so many of his compositions, was written in 1846 
and shows his ecclesiastical bent,although it was finished twenty years before Pope Pius IX conferred upon him the dignity of Abbé. 

Copyright MCMIII by Oliver Ditson Company 
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PRELUDE 
The Preludes of the great Polish master, while written in miniature form, are in no sense easy of execution. The student should possess a well-

rounded technique before attempting the study of the Preludes, as they range from the lyric to the bravura in style. This Prelude is rather vigor¬ 
ous in character and calls for a clear and articulate touch,especially in the dramatic unison passages. 
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OUTSTANDING VOCAL AND INSTRUMENTAL NOVELTIES 

THE PRAYER OF~THE PENITENT 
George A. Brown 
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JEUNESSE 
YOUTH 

KATHARINE BARRY 

sempre ben legato 

mg-

nt. ten. 

tak-en your name, 

<9^ 
9' 

pocof 

same!_ 

poco 
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ROSE HENNIKER HEATON 
Andante ma non troppo 

I have crumpled your let-ters in - to the flame, .And yet in my heart, you are there, just the 

I have tak-en your pic-ture out of its frame,And out of my prayers I have 

And yet in my heart, you are there, just the same!_ 

nt. PP 



FIRST MAZURKA 
OSCAR J. LEHREI 

Copyright 1919 by Theodore Presser Co. 
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■% From here go back to and play to Fine, then play Trio. 
FEBRUARY 1938 
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PROGRESSIVE MUSIC FOR STRING QUARTET 
--

1st VIOLIN 

Andante moderato M.M. J = 69 

ADORATION FRANK P. ATHERTON 
Arr. by R.O. Suter 

2nd VIOLIN ADORATION 

Andante moderato M.M. J - 69 FRANK P. ATHERTON 

Grandioso 

Copyright 1931 by Theodore Presser Co. 
ion 

British Copyright secured 
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ADORATION 
FRANK P. ATHERTON 

a tempo 

P pxW’cresc. 

P-i-

P 

rail. W 

morendo 

mp P PP rail. 

ADORATION 
FRANK P. ATHERTON 

pizz 

arco 

y Grandioso 

B 

morendo 

mp un piu lento 
rail 
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y Grandioso 

VIOLA 

Andante moderato m.m. J = 69 

CELLO 

Andante moderato m.m. J =69 



DELIGHTFUL PIECES FOR JUNIOR ETUDE READERS 

Grade ’- Brightly = 144 

HURDY- GURDY MAN 
ELVA CHITTENDEN 

Copyright 1937 by Theodore Presser Co. 

HO 

British Copyright secured 
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CABIN SONG 
FLORENCE B. PRICE 

Copyright 1937 by Theodor« Presser Co. 
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Grade 1. Moderato M.M. J =88 



A LINNET SINGS IN THE LILAC TREE 
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From Jungle to Symphony Hall 

(Continued from Paye 88) 

“When I was seven years of age my god¬ 
father took me on the long pilgrimage to 
Mecca in Arabia. We went on a ship from 
Singapore to Jidah. There we mounted 
camels and went over the sands until we 
came to the teeming throngs at the holy 
city. The camels almost invariably travel 
at night, because travel in the heat of the 
day, with the thermometer from one hun¬ 
dred and twenty to one hundred and thirty-
five degrees l'ahrenheit, is unthinkable. The 
Bedouins, who manage the camel trains, 
sing and shout all night long. When asked 
why they did this, they said that it was to 
keep the camels awake and going. If a 
camel goes to sleep, he calmly dumps off 
all of his passengers and this is dangerous. 
I caught the songs of the cameleers on 
later trips to Mecca and thereafter made 
them the opening theme of my orchestral 
composition “A Night in Arphah” 

A Night in Arphah 
OBOE Harry Adjip 

Moderato assai (Öp.l) 

The Evening Maâleh 

“In Mecca, as a good Mohammedan child. 
I was permitted to kiss the sacred black 
stone, of the Ka’ba.* After six months 
stop in Mecca, we went on to Arphah. 
There we donned the white ceremonial 
robes. After a blood sacrifice of a living ox, 
the priest, or Eman, came in and asked 
what name I would like to take. In my case 
all that was needed was to add Hadji, so 
thereafter I was known as Hadji Mo¬ 
hammed Ali. All who have been to Mecca 
add the name Hadji to their names. The 
great life ambition of every Mohammedan 
is to make the pilgrimage to Mecca at least 
once before he dies. 

“When I was twenty-seven I returned to 
Mecca to kiss again the sacred stone of 

•The Encyclopedia Britannica says: “The black 
stone is a small dark mass with an aspect suggest¬ 
ing volcanic or meteoric origin, fixed at such a 
height that it can be conveniently kissed. The 
history of this heavenly stone, given by Gabriel 
to Abraham, does not conceal the fact that it was 
originally the most venerated of a multitude of 
idols and sacred stones which stood all round the 
sanctuary in the time of Mohammed.” 

Ka’ba : but this time my first interest was 
music, as I was collecting melodies in the 
East wherever I could find them. 

A Land of Curious Interests 
“Meanwhile, when i was nineteen 
years old my godfather came to me one 
day with a bundle of papers which gave an 
account of my own father ; and I was 
greatly shocked to learn that my godfather, 
who had been so devoted to me, was not 
my parent. Shortly thereafter I got a posi¬ 
tion as a valet for the manager of the rub¬ 
ber plantation, Mr. H. Skinner, with whom 
I eventually went to Sumatra. He returned 
to Singapore after a month, but I stayed 
two years, during which time I made many 
trips to the deep jungles. Sumatra, to me. 
was a land of mystery. The first thing I 
found out was that the natives had a poison 
so deadly that one drop on the end of a 
spear was sufficient to infect a wound and 
cause almost instantaneous death. It is a 
land of interminable superstitions. There 
are many varieties of animals, including 
tigers and the large anthropoid apes, orang¬ 
utans (in Malay this merely means man of 
the jungle) and the rarer siamang or large 
gibbon, elephants, tapirs, bears, rhinoceros, 
wild oxen and the famous Sumatra tiger. 
Gibbons have long arms and legs, are not 
ordinarily dangerous, but they are very 
mischievous. They swing from tree to tree, 
sometimes distances of forty feet and ap¬ 
pear to be flying. To see a group of five or 
six flying monkeys, all hooting at the top 
of their voices, is a thrilling experience. 

“It is hard to believe, but I have seen 
tigers which seemed to be friendly to the 
people of the jungle and never to attack 
them. The natives believe that for hun¬ 
dreds of years have these tigers been 
friends of their ancestors; and therefore 
they think that they have been protected 
by them. One twilight a friend of mine 
took me to the edge of the jungle with a 
bowl of food. He called and a tiger came 
up and ate rice and chicken out of the 
bowl I held in my hands. I know that this 
story will be discredited, but it is true. 

Aboriginal Music 
“In Sumatra I felt instinctively that there 
was a vast treasure house of aboriginal 
melody and folks themes which had never 
been made known to the world. I there¬ 
fore determined to take my violin and go 
into the heart of Sumatra, to see if I could 
not write down any melodies that I heard. 
Here was a land of mystery and absolutely 
incredible superstitions. More than this, 
these superstitious beliefs are so mixed up 
with happenings and seem so altogether 
miraculous that soon one finds oneself not 
knowing what to believe, but so amazed 
that one is afraid not to give credence to 
the wonderful reports that are heard. At 
that time I had gone through the seventh 
position on the violin and could play many 
of the classics. What w'ould this mean to 
the people who lived in these almost im¬ 
penetrable jungles? Brought up as a Malay, 
speaking the same language and having a 
short stature and the dark skin of the 
American Red Man, I found no difficulty 
in being admitted to all kinds of secret 
rites. 
“I left Padang on the coast, with the 

determination to make my way by boat 
to the interior. My first objective was Mt. 
Korinchi. Going up one stream, on the way 
in a native boat, we passed a river so 
choked with huge alligators and crocodiles 
that they had to be- pushed aside. Then, 
the midnight depths of the jungle! At 

(Continued on Page 124) 

The “Magic” Finger Exerciser and Developer 
is considered to be the best invention for pianists and others whose work demands 
manual dexterity and strength. It has been said that it will revolutionize piano¬ 
forte technique. Teachers and piano students are enthusiastic about it, and say 
that it is wonderful. 
The use of the “Magic” a few minutes daily has such an invigorating and 

tonic effect upon the muscles of the hand and forearm that one can practise 
for hours without the usual weariness. Its continued use will open up new 
possibilities in technique, by developing the muscles in a way possible only 
with the “Magic.” 
The appliance consists of an ingenious arrangement of rings and fine silk 

covered elastics which create “resistance” on the downward, and “assistance” 
on the upward movement of the fingers. 

Speed, brilliancy and effortless ease are acquired in a few days by the advanced 
student, and in the primary grades much time is saved by its correct formative 
habits. 

Important features of the “Magic” are: 
Exercises and trains the fingers “entirely at the keyboard” playing in the usual 

way, from the music. 
Is interchangeable; can be worn on either hand, thus saving expense of 

buying two. 
Finest material only used—made to last—only one grade. 
We guarantee the “Magic.” We want you to prove what we claim and we 

return your money if you are not more than satisfied. Students show great 
interest in this and enjoy using it. There is nothing better, nor anything just 
as good. 

We will gladly send our booklet of testimonials and instructions upon request. 
May we contribute to your happiness this coming year by sending you a 
"Magic Developer.” 

Write to-day! Price $10.00. 
Manufactured and Sold by The 

MAGIC FINGER DEVELOPER CO., LTD. 
895 East 64th Avenue Vancouver, Canada 

Denisons 

OPERETTAS, JUVENILE SONGS, MUSICAL 
READINGS, MUSICAL COMEDIES, PLAYS 

PLAYS 
60 Years of Hits 

for all occasions 
Delightfully amusing, simple entertainments for 
both juveniles and adults. Denison's plays are 
produced everywhere—famous for 
60 years. Complete selection of 
theatrical material for schools, 
dramatic clubs, lodges. 

T. S. DENISON & COMPANY 
203 N. Wabash Ave.. Dept. 73. Chicago 

FREE 
CATALOG 
WRITE 
TODAY 

DR. PRESTON WARE OREM 
Widely known pianist and critic 

PERSONAL. SERVICE LESSONS 
in 

Theory* Harmony* 
Counterpoint and Compon! t ion 

Practical, confidential advice to composers 
2« SIMPSON ROAD 

ARDMORE, PENNSl EVAMA 

r~HARMONY BY MAIL’—I 
A practical and thorough course of 40 lessons, 
by the late Alfred Wooler, Mus. Doc. 
Small monthly payments. Send for particulars. 

Music composed to your words. 

HARRY WOOLER 
1116 Elmwood Ave. Buffalo, N. Y. 

-RINGS and PINS — 
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/ R'ng». Sterling $1.25 Overlay $3.50 /9k 
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FREE catalog showing No
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C. K. GROUSE CO., 85 Bruce Ave., North Attleboro, Mass 

SCENERY RENT 
For All Operas, Plays. Pageants, etc. Newest Settings' 
Lowest Rentals! Unexcelled Service! Lists. Address: 
AMELIA GRAIN. INC., PHILADELPHIA, PENNA. 

America’s Scenery Rental Service. 

Transpose For Voice, Piano, or Any Instrument 
Regardless of key, with the accuracy of an experienced 
arranger, with the new RADER SLIDE CHART. It should 
be every harmony student’s guide. Price, $1.25, POSTPAID. 

CLAUDE RADER. Publisher 
304 Bonflls Bldg., 1003 Walnut St., Kansas City, Mo. 

3®aíôwtn • 
TODAY’S GREAT PIANO 

Used and endorsed exclusively by such 
masters as Bauer, Gieseking, Iturbi, 
Lhevinne, and scores of others. Hear 
and play the new Baldwin. You'll 
marvel at its tone. 

BALDWIN PIANOS • CINCINNATI 

***** 

"Though the organ is one of the oldest instruments on which effective solo 
performance is possible, and though it was one of the first instruments on 
which purely instrumental music was played, and though its general features 
and tonal structure have been stabilised for many centuries, the advances in 
its mechanism and tonal components evolved during the last fifty years have 
been monumental and epoch-making in effect.”—Earl V. Moore. 
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Voice Training in Our Schools 
REVEREND JOSEPH KELLY, Mus. Doc. 

THE SPEAKING and the singing 
voice of children in some of our 
schools is treated with such absolute 

disregard that it constitutes one of the great 
educational sins of the present day. What¬ 
ever of quality or beauty the fresh young 
voice may have had, all is lost for want of 
care and skill in training. Listen to a class 
reading in concert, and in almost every 
case you will hear a disagreeable, tire¬ 
some monotone. W. Warren Shaw in “'rhe 
Lost \ ocal Art and its Restoration,” savs : 
" I be human voice is the audible manifesta¬ 
tion of the soul and mind of the material 
world. Voice training is the cultivation of 
the mind and car, aided by favorable 
physical activities which consequently de¬ 
velop the physical parts involved. The 
science of psychology is shown to be the 
real science on which the old Italian school 
of singing actually stood and on which all 
really successful schools must stand. Imi¬ 
tation is at the root of all voice production. 
We witness this in the animal world, for 
as the tiny birds are taught to sing by imi¬ 
tating their ciders, so children are taught 
the same way, by imitation.” 

Therefore it depends entirely upon the 
teacher at this period of the child's efforts 
to produce beautiful tones in speaking or 
singing. What care then should the teacher 
exercise in pronouncing words clearly and 
distinctly, avoiding all tendency to throati¬ 
ness in tone. Singing should be built on 
the foundation of correct speech, the word 
being mother to the tone. All tendency to 
shouting or screaming should be frowned 
upon from the very beginning. There is one 
admonition that every teacher should keep 
in mind in teaching singing to children, and 
that is, always insist on the children singing 
softly, for then they can do no harm to 
their tender vocal apparatus. By allowing 
children to use their voices to the limit of 
their power, we not only do positive harm 
to their vocal cords, but destroy all sense 
of real music or any ideal of true artistic 
singing they may have bad. Singing, to the 
child, should be as natural as speaking and 
no more effort should be exerted in the one 
than in the other. The one is governed by 
the same laws as the other. Witness the 
child singing little ditties to itself in its 
play. It makes no effort and strains no 
nerves to produce the tones. It sings softly 
and with the natural beautiful head tones of 
childhood. Why change its manner of pro¬ 
ducing tone on entering school? The 
teacher should take the tones as she finds 
them and with that as a foundation pro¬ 
ceed with the correct development of those 
tones by right methods. It is not necessary 
that the teacher be a great vocalist or a 
great musician, but she should have a true 
car and a true voice; she should under¬ 
stand what she is to impart and how to 
impart it. I he sweet, soft, natural singing 
of the child should be carried through the 
grades until the voice begins to show signs 
of mutation or change. We can sum up 
the matter so far treated by simply stat¬ 

ing that the teacher should not interfere 
with nature in the child's production of 
tone in singing or speaking, but. by imi¬ 
tation. should lead the child on in develop¬ 
ing nature’s work. 

Song an Educational Servant 
There is a twofold purpose served in the 
courses of singing in our schools: the train¬ 
ing of the taste and imagination of the 
child, and the training of his mind and the 
powers of concentration. There is a train¬ 
ing of the taste of the child ; for, to the 
ordinary child, singing is a new form of 
expression, even if it is natural for the 
child to sing, which interests and delight 
it. if patience and ingenuity are used by the 
teacher. Then the imagination is called into 
play and new sorts of mental pictures are 
created in the child's mind. His mind and 
powers of concentration are exercised: for, 
like speech and movement, song can be 
used for the manifestation of ideas that 
belong to the most varied departments of 
knowledge; and it thus can serve the pur¬ 
poses of the teacher in any and every grade. 
Singing is not extra curriculum, but should 
be considered as part and parcel of the 
regular school work and given the same 
care and attention as any other branch of 
knowledge. Its function is to strengthen 
the growth of thought, feeling and volition. 
Experience shows that where the child is 
trained to a mere formalism in music, the 
result is the same as when words are 
made to take the place of content. Unless 
thought and feeling be first developed and 
united with a view to expression, not much 
can be gained through the medium of song. 
When it comes to the selection of a 

singing method in the training of the 
child voice, this question should be upper¬ 
most in the mind of the teacher. Is nature 
assisted in the treatment and development 
of the child voice by the particular method 
before me. according to the fundamental 
rules governing voice production? Songs 
should not form the primary work in the 
treatment of the child voice, unless those 
songs are of the very simplest kind and are 
used for the purpose of rhythmic exercise. 
1 he several vowel sounds common to songs 
should be used for practice first, so that 
each sound can be vocalized with ease. 
Rhythm should also form a part of the 
instruction in this primary period, by the 
use of very decided but simple rhythmic 
exercises. Unless a singing method pro¬ 
ceeds along these general lines, the com¬ 
mon laws governing the teaching of sing¬ 
ing when dealing with the child voice are 
not followed. Children's voices, especially 
at the beginning, should not be put through 
the mechanics and gymnastics adapted to 
the adult voice. If it is done, it spells ruin 

A Plan of Study 
The child's tastes, imagination, and mind 
together with his powers of concentration 

should all be taken into consideration by 
a correct singing method. As already noted, 
the training and development of the child 
voice should be an educative process. 
Therefore the treatment of the children's 
voices should have for its primary purpose 
to strengthen the growth of thought, voli¬ 
tion and feeling, and not merely the simple 
exercising of the vocal organs, or afford¬ 
ing pleasure arising from tone or rhythm. 
I his is the form to which every method 
of singing for children should measure 
up. Unless it accomplishes just this, it 
should not be considered at all. Since music 
is an expression of what has been as¬ 
similated by the mind of the child, any 
method worthy of the name should always 
keep in view the training of the taste and 
imagination of the child, the training of 
his mind and his powers of concentration, 
together with a development of a desire 
for the good, the beautiful and the true 
so manifestly exemplified by the vibrating 
tones of the angelic art. Less than this 
should satisfy no teacher of singing in our 
schools ; and it should be realized in full 
by all who have the training of children’s 
voices at heart. 
An appropriate expression of thought 

must be the aim, if singing in our schools 
is to have any educative value. Ideas must 
always be given expression to by music, 
otherwise it has no place in the curriculum 
of studies. Teaching singing for singing's 
sake is not the office of any true method, 
but it should develop in the child the power 
to see in music real, tangible ideas, thus 
appreciating musical expression in its many 
forms. A pleasing melody is one thing; 
and the idea or feeling it adequately repre¬ 
sents another. When a child is able to 
discriminate between these two, then music 
is beginning to assert its cultural value. 
Singing is preeminent among the depart¬ 
ments of music and therefore its cultural 
value must be foremost in the education 
of the child. Definite standards are required 
in every domain of art and music is no 
exception. Correct musical expression in 
the training of the child voice will help to 
create these definite standards, so that the 
child may be able to distinguish between 
what is true music and what is "trash" in 
so-called musical compositions. 

A Sane Method 
The ideal to he maintained in the train¬ 
ing of the child voice is the character of 
the tone. As we already know, there is but 
one quality of tone that is absolutely 
physically safe and beautiful in timbre, 
and that is the head tone. All voice trainers 

inner edges of the vocal organ. By so doing 
he does not strain or overwork his unde¬ 
veloped vocal apparatus and run the risk 
of ruining his singing and speaking voice 
beyond repair. This register is sweet and 

beautiful in quality, and the tones thus pro¬ 
duced promote the growth of musical sensi¬ 
bility in the child and an application of 
beauty in tone. The practice of forcing 
children’s voices upward on tones other 
than the head tones is all too common these 
days, with inexperienced teachers. They aim 
at power and sacrifice sweetness and beauty 
of tone. Moreover this forcing, especially 
on the higher tones, is most injurious to 
the child, causing in the larynx redness, 
inflammation and fatigue. After some time 
it becomes impossible for the child to con¬ 
trol the production of tone sufficiently to 
sing in tune. 

I he subject of registers, when applied to 
the voice, is a puzzling one to many teach¬ 
ers. Therefore the question arises, how are 
children to be taught to sing on the thin 
register? The thin register is the natural 
quality of tone that a child will take un¬ 
consciously, if the child is not tone deaf 
and does not sing on tones that are very 
low in pitch. The subject of thin and thick 
register should not be mentioned to the 
child. He should be given to understand 
that his natural way of singing is the cor¬ 
rect way. 1 he secret of teaching children 
to sing on the thin register is to have them 
vocalize on high tones, that is, on those 
tones within the compass of their voices 
which will not allow them to drop on their 
thick register. 

High tones cannot be produced naturally 
on the thick register of the voice. In order 
to establish this thin register permanently, 
always have the children to vocalize on a 
tone of high pitch, that is a tone that 
it would be impossible for them to take 
with their thick register. Taking this tone 
as a starting point, move down the scale, 
insisting that each tone he sung very 
softly ; for by doing so the pupils will re¬ 
frain from breaking into the thick register 
on their low tones. Loud singing and shout¬ 
ing invariably will cause the children to 
drop to their thick register. If there is any 
tendency on their part to use the thick 
register in the descending scale, they should 
be asked to begin the scale anew from the 
high tone from which they started. Then 
the teacher should take particular care that 
they do not change register on the same 
tone again. If they do so, then they should 
be shown the difference in quality between 
the two tones where the break occurs. If 
the break persists, they should be asked to 
sing that particular tone very softly. This 
they cannot do on the thick register. Sing¬ 
ing very softly compels them to use their 
thin register. By persisting in this manner, 
one. two, and finally a whole octave of 
tones, on the thin register can be added 
below the point where they showed the 
tendency to break into the thick register. 
In order to establish this thin register, so 
that the child uses it naturally throughout 
the scale, on high and low tones, always 
start the vocalization on a high tone and 
sing the descending scale. If the opposite 
course is taken, that is, starting on a low 

to the delicate apparatus of the child and 
does a very great injustice to him. 

worthy of the name agree in this. It is 
physically safe, for in vocalizing on the 
head tones the child sings on what is 
known as the thin register, using only the 
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tone and ascending to a higher, the child 
will most probably begin on his thick or 
chest register and force those tones up as 
high as possible, thereby utterly ruining 
his vocal mechanism, and sing in a coarse 
and harsh manner. 

The Proper Songs 
AS CHILDREN SING NATURALLY On high 
tones, it is a great mistake at the beginning 
to use music written in low keys. When 
once the child has been accustomed to the 
singing of low tones on his thin register, 
songs should be selected that have a limited 
compass and that on moderately high tones. 
But also the other extreme should be 
avoided, namely compelling the child to 
sing on extremely high tones without some 
variation. There is a happy medium. Many 
songs written in low keys can be transposed 
to a higher key more suited to the chil¬ 
dren’s voices ; but here again one must keep 
in mind the compass of the song. If the 
teacher finds the song cannot be transposed, 
it should be dispensed with entirely, rather 
than risk the children singing on their 
thick register. Songs and exercises whose 

range are between G and A above the 
staff, with the limit F first space as low 
tone, are considered proper material for 
the training of the child voice. 

There is no better way of habituating 
children to the use of their thin register at 
all times than by exercising them on their 
high tones and allowing them to sing very 
seldom on tones that would have a tendency 
to lead them into their thick register. The 
compass of their thin register will increase 
with time and practice. By following this 
course no harm can be done to their vocal 
apparatus ; they never will complain of 
fatigue in singing ; and their thick or chest 
register will become more and more un¬ 
natural to them. Finally they will never 
think of singing on that register at all. If 
there is one admonition that all teachers 
should heed it is this: Always insist upon 
the children singing softly. Then, in case 
they are not singing in the right man¬ 
ner they are not harming their little throats, 
as they would do by exerting themselves to 
the utmost. Singing should be as natural 
as speaking and with no more exertion. 

(Continued in The Etude for March') 

The Vibrato or No 

In his excellent book, “Voice Building 
and Tone Placing,” H. Holbrook Curtis 
makes this very interesting statement 
under the discussion of “Tone Placing” : 

“It is difficult to express in language that 
which is very easy by vocal example. Many 
singers have a superbly placed high reg¬ 
ister, as instanced in the singing of Tetraz¬ 
zini, but when they sing in the middle 
voice, a blatant quality is introduced which 
is offensive to the educated American ear. 
Strange to say, this manner of singing is 
acceptable in Italy, and the vibrato quality 
which frequently accompanies it, as. evi¬ 
denced in the singing of that admirable 
artist, Signor Stracciari, is considered an 
evidence of temperament. 
“The difference between vibrato and 

tremolo is, that one is voluntary and pro¬ 
duced by the respiratory act, while the 
latter is caused by a lack of tonicity of 
the cords and their mechanism. The vibrato 
is popular among the Latin races, while 
the Anglo-Saxons will not tolerate it. No 
great singer has ever succeeded in securing 
recognition in the United States as of the 

first rank, who has attempted to secure his 
effects with a vibrato quality. This was 
clearly evidenced when the late Signor 
Tamagno sang in New York, at the time 
Jean de Reszké was in the zenith of his 
fame. To the latter we owe much, for it 
was he, more than anyone else, who edu¬ 
cated the people of this country to a proper 
appreciation of homogeneous tone coloring 
in the phrase, or, as it is popularly called, 
singing on the line. Plançon’s success may 
be said in great measure to be due to his 
delightful legato work, which is truly un¬ 
surpassed. The ‘marriage of the registers’ 
is an all-important work in teaching. No 
voice can be injured by carrying the head 
quality too low, but almost every voice 
may be ruined by forcing the lower reg¬ 
isters into the upper. The stumbling block 
of baritones is d”; they particularly enjoy 
roaring an open d", and it generally « the 
cause of their ruin. Perfection in singing 
is arrived at when you are able to sing 
your entire compass without making your 
audience aware that there is any change 
in the quality of the register.” 

Fifty Years Ago This Month 
Sir Morell Mackenzie, one of the great¬ 

est authorities of his time, on the use and 
hygiene of the voice, wrote thus in a thesis 
on a question vital to the student of sing¬ 
ing: “Should a Singing Teacher be Able 
to Sing?”: 

“The question has often been discussed, 
whether a singing teacher should neces¬ 
sarily be able to sing. Teachers regard this 
question from the standpoint of their per¬ 
sonal qualification. At a first view, it would 
appear as though a singing teacher who 
could not sing must resemble Swift’s danc¬ 
ing master, who possessed all possible re¬ 
quisites for his profession except that he 
was lame. This opinion, however, is as 
incorrect as it would be to think that all 
those who would drive fat oxen must, nec¬ 
essarily, be stout themselves. The vocal 
teacher must, it is true, be able to sing 
sufficiently well that he may illustrate his 
instruction by example, and demonstrate 
Low one should sing and how one should 

not sing. It is not essential, though, that he 
be a brilliant singer; for, according to my 
experience, many of those who have de¬ 
veloped the most admirable voices, have 
themselves possessed little or nothing of 
the divine gift of song. Yet though it may 
be permitted a vocal teacher that he pos¬ 
sess but a mediocre voice, he must, on the 
other hand, have a thoroughly fine musical 
hearing. He must be governed by an ex¬ 
clusive taste, developed by the best that 
the world has sung and written, and his 
artistic cultivation must not be restricted 
to his own branch of the art but must ex¬ 
tend over the whole wide domain of music 
and its fundamental laws. He must, further¬ 
more, be endowed with unbounded patience, 
in order that he may be able to endure the 
boundlessness that is ever associated with 
genius, and to obtain an exact knowledge 
of his pupil’s capacities,*so that he may 
further the progress of all good qualities 
and nip the bad in the bud.” 

♦ ♦ ♦ 

"Control your breath energy, and you can do what you want to do with 
your voice, provided you know what you want to do.”—Francesco Lamperti. 
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Is Your Next Step 

Towards Pre-eminence in Music 
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with an X below. 
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for teachers 

□ Piano, Course for Students 
□ Public School Music 
□ Harmony 
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UNIVERSITY EXTENSION CONSERVATORY, Dept. A-108 
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Please send me catalog, sample lessons, and full information regarding course I have marked 

□ Trumpet 
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□ History of Music 
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now?.Do you hold a Teacher’s Certificate. 

Have you studied Harmony?..........Would you like to earn 

the Degree of Bachelor of Music?... 

A practical knowledge of Harmony—the Grammar of Music will im¬ 
measurably widen your musical horizon. It will open up many new and 
bigger opportunities to you—a higher standing and recognition, and 
greatly increased financial returns from your work. 

Musical authorities and representative musical publications emphasize 
the necessity of a knowledge of Harmony in an adequate musical education. 

Thousands of musicians and teachers have found the University Exten¬ 
sion Conservatory Course in Harmony to be a real and highly profitable 
investment. The course has been prepared by authorities of world-wide 
recognition—Mr. Adolph Rosenbecker and Dr. Daniel Protheroe- and is 
given under the personal direction of highly qualified experts. 

Each lesson is clear, thorough and correct; not the mere mechanical 
application of rules, but an interesting, intelligent and thoroughly practical 
method. A written examination on each lesson, in addition to ample 
original work throughout the course, will develop your knowledge and 
firmly fix the important principles in your mind. 

Qualify for Higher Positions in Music 
If you feel that you have gone as far as your present musical training 

will take you; if you are ambitious to make further progress, enjoy greater 
recognition, and increasing financial returns, then you owe it to yourself 
to find out what this great Musical Organization has to offer you. At a 
very small cost and with no interference with your regular work, you can 
quickly and easily qualify for higher and more profitable positions in the 
musical world. Our amazingly simple and easy Extension Method of 
teaching the higher branches of music has stood the test of 25 successful 
years and has made enthusiastic friends all over the world. 

Send for Free Sample Lessons 
We want you to know how interesting and valuable the training of the 

University Extension Conservatory will be to you. We want you to be 
the judge—without any risk or obligation whatever on your part. 

Return the Coupon and we will send you a number of sample assign¬ 
ments of any of the Conservatory Courses in which you are interested, 
for your examination—ABSOLUTELY FREE. 

These Sample Assignments will prove to you why University Extension 
Conservatory Courses have gained and held such a high place in the 
Musical world, and have meant so much in real money and recognition 
to so many ambitious musicians. Send for them today. 

UNIVERSITY EXTENSION CONSERVATORY 
1525 E. 53rd Street, Dept. A-108 Chicago, Ill. 

SEND THIS COUPON TODAY 
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c/he Organists Stud e 
It is the ambition of The Etude to make this department an “Organist’s Etude” complete in itself 

Church Music Before Palestrina 
’Bv TOD B GALLOWAY 

W  HEREVER WE MAY SEARCH 
in history, mythology or even tra¬ 
dition, from the maze, of it all wc 

gain the indisputable fact that in the be¬ 
ginning of all time, in every epoch, man¬ 
kind worshipped his diety, gods, or even 
devils, with music. However uncouth and 
wild in its nature, it was to them an effort 
to add to the solemnity of their religious 
purpose and intent. It was through this 
inaccountable manner that the untutored 
aborigine tried to add an unexpressed but 
natural effort to that great mystery of the 
human soul—to do something to differen¬ 
tiate the longing to do something which 
would add awe and mystery to his efforts 
towards a religious worship. 

Anthropology is a curious study of the 
endeavors of human individuals to clothe 
their rites of worship, reverence or wild 
idolatry and superstitution with some ex¬ 
ercises or efforts which, to their unde¬ 
veloped minds, might accomplish this re¬ 
sult. There is nothing in the history of 
mankind more fascinating than the study of 
the primitive and unexpected relations by 
which these various results Were attained. 
It was in this way that, as we study 

history, mythology and human relationship, 
we arrive at the knowledge that it was 
largely through the desire and yearning of 
the human soul to give an expression in 
sound to those inherent feelings, of a 
knowledge or feeling for powers over and 
beyond the human, that various musical 
instruments—though at first they could 
hardly be called musical—came into ex¬ 
istence. It was the inherent urge of man 
to try to give utterance or expression for 
or towards something higher and nobler 
than his imperfect efforts of human ut¬ 
terance could voice or indicate. How the 
drum was evolved from a hollow log, the 
pipes from hollow reeds, or the evolution 
of stringed instruments, all make the story 
of the human effort towards something 
higher, better and certainly new and dif¬ 
ferent in religion. It was this consecration 
of music to the service of religion which 
largely led to its being developed and cul¬ 
tivated with great zest and earnestness. 

For ages past, countless thousands have 
accepted and believed in the legend that 
is related in Genesis, of the creation of 
heaven and earth as the beginning of all 
history. As a matter of fact, if one reads 
the first two chapters of the first book of 
Moses one finds therein nothing that de¬ 
stroys his belief in it or the history of 
the earth. 
Whether, as we know through modern 

science, it relates to millions or hundreds 
of millions of years ago docs not interfere 
with our concept of the creation. Whether 
after that we follow Moses’ account, liter¬ 
ally or not, really makes but little differ¬ 
ence. We however do know that, long 
before the Ark episode is reached music 
was in existence ; and we can only regret 
that Moses and his scribes, who described 
quite graphically the entrance of the ani¬ 
mals “two by two,” failed to enumerate 
the various musical instruments which went 
aboard to keep the animals company and 

to amuse, cheer and distract the humans 
who voyaged for forty days and nights. 
What they had we do not know ; but wc 

do know that the Hebrew nation never has 
made claim to the invention of music but 
has assigned it to the antedeluvian days of 
Jubal, who “was the first father of all 
who handle the harp and organ.” 
Whether, as is asserted. Moses learned 

arithmetic from the Egyptians, and his fol¬ 
lowers acquired music and dancing from 
the same source—which arc quite probable 
—wc do know from the Bible that, after 
the Deluge, the first mention of music was 
in the narrative of Laban's interview with 
Jacob. Then we certainly know that one 
of the proudest and most sacred moments 
in Hebrew history is their exodus from 
Egypt, which marked their birthday as a 
nation—an event ever since celebrated in 
song and poetry ; and that on the banks 
of the Red Sea they celebrated their 
miraculous deliverance from slavery, with 
Miriam and her chorus of women chanting 
Siitfi ye to Jehovah, while they hail Moses 
as their great leader and liberator. 
The Hebrew people have never claimed 

to have originated or discovered music, 
which they undoubtedly acquired from 
neighboring nations ; but we do know what 
as a people they have added to the world's 
wealth of music individually and collec¬ 
tively ; and one of our inestimable debts to 
that people is the whole church service, its 
liturgy and its music, which were handed 
down to us from the Temple, and were 
adopted with such suitable changes as the 

Christian Church needed and demanded in 
its primitive days. 

I he world's great debt to the Hebrew 
people is that, despite untold opposition 
through the ages, they were the first to 
develop and to follow consistently their be¬ 
lief in the monotheistic idea; and to them 
we owe the Christian Church to-day. 
We cannot gain, from the Talmud or the 

Bible, much real knowledge of the origin 
and development of the liturgy of the 
Hebrew religion. Its sacred music, as 
liturgical references show, was the most 
important application of that art that the 
Hebrews made. 

We realize that there were two distinct 
eras in the development of Hebrew music; 
the Golden Age associated with Saul, 
I)avid and Solomon ; and the Silver Age, 
that of the captivity and the final restora¬ 
tion of the children of Zion to Jerusalem, 
and the rebuilding of the Temple. In fact 
we learn from the Bible that through the 
labors of Ezra an elaborate service was in¬ 
stituted in the New Temple, and that from 
that time to the present the service, as the 
Talmud clearly defines, has been followed 
in the Synagogues except where tradition 
has been modified by extraneous circum¬ 
stances and surroundings. 
What was more natural than that, in 

the primitive Christian worship, the new 
worshippers—mostly of Hebrew birth, edu¬ 
cation, training and environment—should, 
largely if not wholly, adopt the liturgy 
with which they were familiar as part of 
their birthright. Grotius maintains that, 

A NEW BROADCASTING ORGAN 
Radio Station M L IL, of Philadelphia, has just installed a new organ with three 
thousand pipes, which differs from the usual church or theater instrument in 
that it is installed in two scientifically constructed tone chambers, each com-
pletely "under expression’’ and designed to meet all the requirements of a 
broadcasting studio. The organ, which is said to have cost $22,700.00, was 
designed by George Kilgen & Sons, Inc., with the collaboration of Dr. Charles 

M. Courboin and Irene Harding. 

in “The Acts,” when Teter and John had 
been arrested for preaching to the people 
in the Temple, after the release of the 
Apostles and their reporting to the people 
about what they had replied to the High 
Priest and his kindred, those verses con¬ 
stitute the epitome of an early Christian 
Hymn. 
"When they heard that they lifted up 

their voice with one accord to God and 
said ‘Lord thou art God who has made 
heaven and earth and the sea and all that 
in them is.’ ” 
"Who by the mouth of thy servant David 

hath said 'Why do the heathen rage and 
imagine vain things?’” 
It would appear from other writers in 

the New Testament that even Christ him¬ 
self, in his final interview before his Cruci¬ 
fixion, sang with his disciples in the 
customary paschal songs ; for Matthew 
XXVI :30 says, “And when they had sung 
a hymn, they went out on to the Mount 
of Olives.” The New Testament is full of 
such references. 
The Hebrews worshipped God by sacri¬ 

fices and songs in their homes. So in the 
New Testament the early Christians, in 
social gatherings and around household 
altars likewise worshipped God. Paul and 
Silas, after being lacerated by cruel scourg¬ 
ing and being in close confinement in the 
inner prison, are recorded, “And at mid¬ 
night Paul and Silas prayed and sang 
praises unto God, and the prisoners heard 
them.” The Early Church persisted in its 
devotional exercises, whether in the obscure 
catacombs or when prisoners in cells or 
mines. They not only used the familiar 
psalms but also made their own sacred 
songs, as Paul said when writing to the 
Corinthians (1 Corinth. 14:26)—“How is 
it then brethren when ye come together 
everyone of ye hath a song, hath a doctrine, 
hath a tongue, hath a revelation, hath an 
interpretation. Let all things be done unto 
edifying.” 

In the Apostolic Age we have the famous 
letter of Pliny to the Emperor Trajan, in 
which be speaks of the Christians singing 
“morning songs to Christ.” In the early 
church they sang only simple airs repeated 
and learned by all. Always they rejoiced 
in these songs, as St. Jerome said, “The 
ploughman at his plow sings his songs of 
joyful hallelujah; and the busy mower sings 
passages from the psalms and the wine 
dresser sings bis songs of David.” 

From the fourth century on we find great 
changes taking place, for we note respon¬ 
sive singing taken from the Hebrews and 
in their services the appointment of singers 
as a superclass, while the rest of the wor¬ 
shippers remain simple spectators. The in¬ 
troduction of Latin in the use of liturgy, 
as more fitting and solemn, was of course 
a great bar to the unknowing. Not until 
the Reformation do we find this inestimable 
right returned to the congregation. 

Little by little, as the church grew older 
and more sophisticated, we find abuses creep¬ 
ing into the music until when the famous 
Council of Trent convened it was obliged 
to issue a decree on the use of secular 
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music and asked Palestrina to produce the 
simple and highly devotional music in use 
to-day. He was the greatest composer who 
devoted himself exclusively to sacred 
music. The Church of Rome, as it became 
better organized, began to display that pro¬ 
found veneration for choral service which 
has always been a characteristic feature of 
its service. 
The Hebrew music, like that of ori¬ 

ental countries, consisted of melody which 
was largely monotonous or unisonal ; and it 
was not much changed until in the New 
Testament times when it began to adopt 
some of the characteristics of the Greeks’ 
music. As far as the use of music in their 
liturgy was concerned, no other nation made 
such extensive use of it. We learn from the 
134th Psalm that even the Levite sentries 
chanted their songs to Zion as they paced 
the Temple at night : 

“Behold bless ye the Lord, all ye 
servants of the Lord which by night 
stand in the house of the Lord.” 
In what are termed the dark ages it was 

men like St. Ambrose and Gregory the 
Great that directed their attention particu¬ 
larly in the Church to harmony and its uses 
and we find counterpoint finding its way 
into the service. It was Gregory the Great, 
in accordance with his many innovations, 
who was the father of the Gregorian chant 
upon whose broad foundation the music of 
the Church rested for several centuries. 
When the Reformation came we find a 

division among the Protestants. The Luth¬ 
erans accepted largely the Roman ritual ; 
and from that fact we owe an inestimable 
debt to Bach and Handel, and to their fol¬ 
lowers, Haydn, Mozart, Beethoven, Spohr 
and Mendelssohn. Of them all we may say 
that Bach was the most vividly religious. 
Mozart and Beethoven composed their 
sacred music like operas. 
When the separation between the Roman 

Catholic and Church of England finally 
occurred, Henry VIII, who was himself a 
musician of ability and accomplishment, 
showed his interest in the regulation of the 
Church of England choral service, which he 
had continued. From that time until the 
present it has been but little changed. In this 
way they avoided the current psalmody to 
which the followers of Calvin and the Geneva 
catechism have always been identified. 

In the Renaissance the spirit of man¬ 

kind, as the result of the long and strenu¬ 
ous groping from the death of Christ on¬ 
ward, finally recovered consciousness and 
the power of self-determination, recogniz¬ 
ing not only the beauty of the outer world 
but also what was greater, the beauty of the 
soul. As a great Frenchman has said, its 
great achievements were the discovery of 
the world and the discovery of man. The 
dark ages gave birth to Chivalry, of which 
one of the finest results was the great 
poetic glorification of woman as exempli¬ 
fied in the worship of the mother. It was 
a great poetic achievement of the masculine 
soul sending up to heaven that longing of 
his soul for something detached from and 
higher than the brute senses. It represented 
the highest purest note of the inner music 
of his soul. By it he attempted to show his 
understanding of the high destiny of woman 
and the mystery of human life, when he 
elevated the mother and the Child to a 
place above the Altar, the highest and most 
sacred place his mind could imagine. When 
he transfigured the companion of his ex¬ 
istence into a sacred being, and showed the 
Child stretching forth its little arms to¬ 
wards the heart of every man, he sancti¬ 
fied woman in her function as a mother; 
and when he had done that he ennobled him¬ 
self and brought himself a degree nearer 
to the Divine Image in which he had been 
fashioned. 

No word in the Bible, nor in the creed 
of the Apostolic Church, nor even in the 
writings of the fathers of the first five 
centuries, allots to the Virgin the dogma 
which has become a fundamental part of 
Faith. Early we discover the steadfast be¬ 
lief which grew steadily until by decree 
of Pope Pius IX it was incorporated into 
the Roman Church. What a difference it 
made in the music of the church. When we 
think of the wealth of beautiful and touch¬ 
ing harmonies it has added to the glorious 
memories of the past and present. Think 
of the numerous rich and glorious settings 
of the beautiful Ave Maria, the touching 
“Stabat Mater,” the inspiring Hymns of the 
Nativity, the exulting Sali’e Regina, and 
the heart expanding Magnificat, and then 
one may begin to realize that perhaps the 
most appealing music which has been added 
to the Christian Service is that which was 
inspired and created as a result of the 
chivalry of the Dark Ages. 

“Mister Lincoln’s Choir Experience” 
By KAY MANNERS 

Natives of Illinois are proud to recount 
the experiences of Abraham Lincoln as he 
was visiting their settlements as a circuit¬ 
riding lawyer through the virgin country, 
long before he became president. It was 
during this period of his life that he ex¬ 
perienced one of the many humorous in¬ 
cidents about which he never ceased to 
talk and joke. He thought it such a huge 
joke that he told and retold it. 
Lawyer Lincoln attended Sunday meet¬ 

ing wherever he chanced to be, but it was 
at one especial county seat meeting house 
that he was most frequently seen. His 
schedule of itinerant appearances in the 
county seat settlements was the reason for 
that. Though nothing of a vocalist him¬ 
self, he usually sang along with the others 
in meeting, although he preferred to listen 
to one particular group of girls in the 
singing of hymns. They sat in the first 
section of benches on the women’s side of 
the meeting house—what we now know 
as a choir section. 

One day he remarked that those young 
girlish voices reminded him of what he 
had often read of the angel host or choir; 
so, thinking that was a direct hint, the 

kindly parson asked these young women 
to tarry after meeting. At his request, 
Mr. Lincoln endeavored to train them to 
sing some of the older hymns, after the 
fashion of what is now known as anthems. 
But, quickly sensing he was a failure at 
the task, he promptly turned the job over 
to one of the women of the congregation—-
a mother who sang much in her own home 
and who had learned her job by singing 
a dozen of her own babies to sleep. 

The next time he visited the settlement 
and remained over for the Sunday meeting, 
he was again called upon to officiate as a 
sort of guest-conductor of that “angel 
host.” 

Again he was the pained listener. The 
result of his untutored training was ter¬ 
rible, even to his musically untrained ears. 
He had one stormy session with the parson 
and the choir’s leader after that meeting, 
making them finally understand that no 
angel band could ever sound that bad. 
From that day on he altered his law 
itinerary so he found himself in another 
settlement on Sunday and that one par¬ 
ticular choir returned to the old fashioned 
method of lining out the hymns. 

There is an increasing demand 
for lessons on the 

HAMMOND ORGAN 
Many piano teachers are pre¬ 
paring note to extend their 
activities into this rapidly 
growing and profitable field. 

• The Hammond Organ has made 
fine organ music available, for the 
first time, to many families of moder¬ 
ate means. Thousands have been in¬ 
stalled in homes, schools, churches, 
etc. in this country and abroad. 

As a natural result, the demand 
for lessons on the Hammond has 
been steadily growing. Many 
schools of music, including the 
Cincinnati Conservatory and the 
Chicago Musical College, have in¬ 
augurated regular courses on the 
Hammond. 
Learning to play the Hammond 

Organ, as you may know, is re¬ 
markably easy for those who play 
the piano. The Hammond has no 
pipes or reeds. Instead, it creates 
familiar organ voices through elec¬ 
trical impulses ... is ready to play 
when connected to an ordinary elec¬ 
tric outlet. 
The Hammond dealer in your 

community will gladly demonstrate 
the Hammond Organ for you. Like 
thousands of other pianists, you 
will find it a fascinating instrument, 
with virtually unlimited tonal pos¬ 
sibilities. Within a very short time 
you can become sufficiently familiar 
with the Hammond to teach it 
yourself. Your dealer will gladly 
make available to you a practice 
organ at a very nominal charge. 
Get in touch with him today. 

SEND FOR THIS FASCINATING INSTRUCTION BOOK! 

This interesting instruction book will prove a valuable aid 
to you in learning to play the Hammond Organ yourself, 
or in teaching others to play it. The book is not intended 
to be a complete organ course;its purpose is to show the 
piano player how to adapt his technique to the Hammond. 
Send the coupon today for your copy. 

THE HAMMOND ORGAN 
The Hammond Organ, 2929 N. Western Avenue, Chicago, III. 

Please send me. postpaid, a copy of your instruction 
book “Playing the Hammond Organ.” I enclose $1.00. 

Name.. ... 

Address. . 

City...........State... 
In Canada, address Northern Electric Co., Ltd., Montreal 
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Appropriate Music for 

The Choir’s Contribution 
to the 

€aöter program 
Any of These Publications May Be Had for Examination 

EASTER CANTATAS 
For Mixed Voices unless otherwise mentioned 

MESSIAH VICTORIOUS 
By William G. Hammond 

A stimulating ami uplifting musical presenta¬ 
tion of the Resurrection and Ascension. There 
always is predominating a musical fervor in its 
decided melodic and rhythmic construction. 
Time, 30 minutes. Price, 75c. 

THE RISEN KING 
By Alfred Wooler 

Just the kind of a cantata to make a genuine 
appeal to volunteer choirs. It is always in¬ 
teresting to the choir and the solo assignments 
are very satisfying. Time, 30 minutes. Price, 60c. 

IMMORTALITY 
By R. M. Stults 

A well planned cantata with texts taken chiefly 
lioin the- Scriptures. Time, 35 minutes. Price, 
60c. 
Aho published in an edition for Treble Voices—• Two Part. Price. 60c. 

EVERLASTING LIFE 
By Mrs. R. R. Forman 

This cantata presents the story of the Resurrec¬ 
tion in a most beautiful and effective manner. 
Ten musical numbers. Time, 45 minutes. Price, 
60c. 

THE GLORY OF THE RESURRECTION 
By Charles Gilbert Spross 

Frederick H. Martens made the compilation 
around which the composer wove his melodies 
and musical effects to enhance the beauties of 
these Easter thoughts. Time, 35 minutes. Price, 
75c. 

VICTORY DIVINE 
By J. Christopher Marks 

One of the best of all cantatas for Lenten or 
Eastertide use, satisfying to the lover of good 
music as well as to non-musical folk, small 
choirs of volunteer singers with fair soloists or 
splendidly trained choirs numbering several 
hundred voices. Time, 1 hour. Price, $1.00. 

THE GREATEST LOVE 
By H. W. Petrie 

A brilliant cantata of moderate difficulty for 
Easter or general use. The twelve melodic and 
interesting musical numbers are divided between 
soloists and the chorus. Time, -10 minutes. 
Price, 75c. 

HE LIVES. THE KING OF KINGS 
By Anna Priscilla Risher 

Texts by Juanita E. Roos. Its nine numbers im-
pressively bring out the story of the Cross, the 
Tomb, and the Resurrection. Time, 20 minutes. 
Price, 50c. 

Other Easter Cantatas 
The Rainbow oí Promise (Baines) .$0.60 
The Wondrous Cross (Berge).60 
Lite I demal < Dale ) .< d 
King of Glory ,60 
The Dawn (Bd/nei) Treble Voice/ .60 
Alleluia i Sti.ltI I ... ,60 
I aster (dory ( Stolts I .60 
From Death unto Lite (StultJ » . .60 
The Dawn of the Kingdom (Wolcott).60 
The Living Christ (Stolts).60 
King of the Ages (Stults).60 

EASTER 
MIXED VOICES 

Cat. No. Pi ice 
10240 Alleluia. Alleluia' A. U. Brander $0.12 
20040 And When the Sabbath Was Past 

(with Violin) W. H. Jones .15 
6022 Awake, Thou That Steepest! F. C. Maker .12 
602 1 As It Began to Dawn G. C. Martin .12 
10474 As It Began to Dawn R. H .12 
202 's Awake Üp My Glory J. Barnby .10 
10’29 Break Forth into Joy J. Barnby .12 
10802 He Is Risen. R. AI. Stults .12 
20128 Christ Is Risen from the Dead R. S. Aiorrison .12 
10307 Christ, Our Passover 

IT. H. Eastham .10 
208’2 Lord Now Victorious 

A\ao agni-Creely .20 
21234 Christ, the Lord, Is Risen Today lai) Strickland .12 
35 141 Christ Triumphant //. R. Shelley. .18 
35127 Day of Resurrection. The 

< . G. Spro// .16 
21011 Easter Morn Riihtr-S pros/ .12 
20126 (dory Crowns the Victor s Brow 

R. Al. Stults .12 
20689 He Is Risen C. Simper .12 
10111 Hosanna Granier-Adams .12 
21328 Hymn of Joy (New) 

Louise E. Stairs .12 
21118 I Know That My Redeemer Liveth 

Handel Wat hurst .12 
10629 Jesus Christ Is Risen 

IC. H. Neidlinger .15 
201’8 King of Kings! C. Simper .12 
21183 Where Life Is Waking All Around 

H. P. Hopkins .12 
10068 Lord Is Risen. Indeed, The 

Billings Lerman .10 
.35139 Christ, Our Passover 

IC. Alacfarlane .20 
21119 Our Lord Is Risen from the Dead 

C. H ifrr is . 12 
15595 Resurrection. The R. Ai. Stults .12 
15598 Risen Lord. The R. S. Morrison .12 
35J 36 Strife Is O’er. The C B. Hawley .16 
20614 Strife Is O’er. The E. S. Hotmer .12 
20149 Thanks Be to God P. Ambrose .15 
20373 Today the Lord Is Risen 

R. Kountz .10 

ANTHEMS 
MIXED VOICES—Continued 

(.at. No. Price 
20256 To the Place Came Mary 

Wm. Bat ne s .12 
10309 Why Seek Ye the Living? 

IC. //. Eastham .05 
TREBLE VOICES 

10803 Alleluia, Alleluia! (3 Part) A. V. Brander .15 
104’8 Alleluia, Song of Gladness (2 

Part) J. B. Grant .10 
10899 Christ Is Risen (2 Part) J. C. Wdr hurst .12 
3521 1 Christ Triumphant (3 Part) 

H. R. Shelley .15 
10805 Hosanna (2 Part) 

Granier- Wa r hurst . 12 
21137 Nature’s Eastertide (2 Part) 

Wm. Baines .12 
21139 Three Easter Carols (2 Part) 

AIm. R. R. Forman .12 
MEN S VOICES 

10804 Alleluia. Alleluia! A. V. Brander .15 
10241 Christ Is Risen.Min/hall-Nerin .12 
10934 Hosanna . J. Granier .10 
21138 King of Kings.Simper-Netin .12 
2088’ Lord Now Victorious, The 

Atascagni-Greely .20 
10806 Sing with All the Sons of Glory 

F. H. Brackett .10 
EASTER SERVICES 

For the Sunday School 
After Three Days.Various Composers 
Easter (dory.F. A. Clark 
Echoes of Easter Joy.F. A. Clark 
Hail, Festal Day.R. M. Stults 
King Immortal .F. A. Clark 
The Risen King 

R. S. Morrison and Other Composers 
Dawn of Hope 

R. M. Stults and Other Composers 
Raised in Glory R M. Stults 

Price« on zibove Services 
Single Copies ,7c 50 Copies.$3.25 
Dozen Copies 80c 100 Copies ... 6.00 

Send for Folder P-1 giving complete list of Easter Music for Choirs 

THEODORE PRESSER CO. 
Music Publishers, Dealers and Importers 
1712 CHESTNUT STREET. PHILADELPHIA. PA. 

Organ and Qioir Questions 
Answered 

ößy HENRY S. FRY, Mus. Doc. 
Ex-Dean of the Pennsylvania Chapter of the A. G. O. 

No questions will be answered in THE ETUDE unless accompanied by the full 
name and address of the inquirer. Only initials, or pseudonym given, will be pub¬ 
lished. Naturally, in fairness to all friends and advertisers, ue can express no 

opinions as to the relative qualities of various instruments. 

Q. What registration would you suggest for flu Largo from "Tin Xew World Sym¬ phony" by D roidka ’lough-Li ighh r, on a two manual organ including stops named on en¬ closed list? Do you know of any church organ¬ ists who would donate old or second hand pipe organ music for use in^u small country church, where the organist serres without salary and furnishes all the music for preludes, offertories 
and so forth f—R. M. II. 

A. Your specification indicates a duplex organ of perhaps three sets of pipes and a 
Pedal Bourdon. The instrument is very limited 
in grope, and it would be difficult to adapt the Dvorak Largo with much variety. We sug¬ 
gest that you experiment with the number, using, perhaps Salicional and Flute V for the solo passages, with Pulciana on another man¬ ual as an accompanying stop. For the opening measures you might try the Stopped Diapason, or. if not too loud, the Open Diapason. For 
your general information: Pulciana is soft organ tone: open Diapason is hinder organ tone: the Stopped Piapason ami the Flute 4' suggest the Flute family ; while the Salicional 
is rather reedy in tone character and would 
be classed in the string family. While we are not familiar with organists who would be willing to donate music, we have no doubt such music is available from some source, and 
this reference to the subject may result in some offer along such lines. 
Q. When my choir members sing pp they gradually become flat, and hare finished as much as two full tones below the correct pitch (accompanied on the Acohne ). I would like erent ually to hare them sing u naecom pan ied, but now hare to use the Viol dr Gamba, Ktoppcd Diapason and Pedal Bourdon to keen them on pitch. They sing well in mp, mf, I, 

and so forth.—W. Y. 
A. The flattening yon mention may be 

caused by a "lazy” soft tom*, that is. a tone that is soft but not intensive. A soft tone should have color and intensity. Impress this 
on the choir members, and ask them to "think up." For a physiological effect you might suggest their lifting their eyebrows. Flatting might be caused by physical conditions—close, stuffy atmosphere and so forth. If it is neces¬ 
sary to accompany the choir in these sott passages, wr feel that your second combination will be more satisfactory than Aeolene. which is not enough support for the voices, and its use only serves to emphasize the fact that 
they have dropped from pitch. 

Q. I hare been considering the building of a residence organ of two or three manuals. Could the entire instru ment be enclosed in tiro swell boxes of moderate size, so designed that it will be possible to more them to another res¬ idence f Would you ad rise the addition of a third manual, or will the extra cost be exces-sirc? Would it be feasible to spread the cost of the instrument over several ¡tears, by start-inf/ with the console, blower and a few sets of l>ipcs, and adding stops from time to time? Can ftou outline a spécifient ion for such an organ, and (¡note approximate cost if pur¬ chased all asst mbled. and also the cost of the console and the separate sets of pipes if as¬ sembled bit myself? Will you gire nit the names of firms supplying the material ■needed? Does duplexing anti unifying entail many com plica¬ tions? Arc there any books that gire informa¬ 
tion on the building of an organ of this typt ? Would iiou think it preferable to gire up the idea of building a residence organ, and pur¬ chase one of the electric instruments instead? 

—W. B. A. 
A. You have not indicated the space avail¬ 

able for an instrument, and since organs may contain few or many pipes it is difficult to suggest a specification. Assembled instruments «•an be purenased for from less than a thousand dollars up. You might obtain materials from sonn» organ builder or from some of the follow¬ 
ing firms: Dennison Organ Pipe Company, Reading. Massachusetts : Durst and Company, Incorporated. Erle, Pennsylvania: The W. II. Reisner Manufacturing Company, Incorpor¬ ated. Hagerstown, Maryland : The A. Gottfried Company. Erie. Pennsylvania. We presume there will not Im» any undue complications in wiring for unified and duplex action, if the matter is planned in advance. The size of th«» 
Swell boxes will depend on the specification of the instrument. They could undoubtedly 
be removed to another residence, if so planned, but the space available in the new location 
would have to 1h» <*onsiden»d. There naturally would I»»» some additional expense for includ¬ 
ing a third manual, and its installation will be d«»p<»ndent on your wishes. A third manual is. of course, an additional convenience for 
registration. Tin» plan to spread the cost of the instrument seems feasible, but we suggest that chests, consol«», blower and so forth necessary for complete instrument be installed, with pipes to be added as desired. Organ builders will also grant time for payment of instrument if you wish it. You might consult the following books for information : "The Electric Organ”.Whitworth "Cinema and Theatre Organs" . Whit worth "How to build a Chamber Organ". .Milne "The Contemporary American Organ" 

Ba rm's 
We suggest your investigation of the pipe 

organs supplied by the leading builders, as well as the electric instrument, and make your decision on whichever best suits your wishes. 
Q. Will you gire me the address of the publishers oj The Diapason? 11 ill you name a 

book for information on unification, duplexing and so forth? Il'r hart heard of a hook on organ playing by Lem mens, but do not nun hi her the title. Do you know the name of the 
book? —E. L. M. 

A. The address of "The Diapason” is 1511 
Kimball Building. Wabash Avenue ami .Dickson Bouh'vanl, Chicago, Illinois. You will find 
information on unification and so forth in "The Contemporary American Organ" by Barnes under the heading "Transferance of Stops." The book you have in mind is probably 
Lemmen’s “Organ School." which is published in two parts. The information you seek is prob ably in< hided in Part 1. It can be supplied by the publisher of Th e Etii»e. 

Q. Enclosed you will find the spedfication. o» a small unit organ iu our church, tn jila fling Bach we sometimts ft el the need of more rolume and hare thought of adding a shg) to the intrumi nt. Would the addition of an Opta Diapason prore beneficial, or would some other stop b< preferable? —T. B. 
A. The addition (If possible) of an Open (or (»eigen) Diapason certainly would Im» beneficial. We think it a mistake to install a church organ without the Diapason. Fuder the circumstances, if the addition can be made a stop of 73 pipes would enable you to have an Octave 4' in the Great as an extension of the S' stop. If the addition cannot Im- made, we suggest that the builder might be willing to replace the instrument with a larger one, mak¬ 

ing an allowance for the present organ. 
Q. I am enclosing a list of the stops of the organ in our church. It seems st» uiisatisfactory to use the y and 16’ couplers. Either the organ shrieks, or the tone is thick and muddy. Can you suggest combinat ions of the stops with the couplers so as h» keep tht organ colorful? 1 

seldom use the Kwell Bourdon 16' or the Open Diapason 16' on the Great, as they seem to 
orcrbalance ercrything.—IL I’. II. 

A. The D»' couplers should be very sparing¬ ly used, except for individual tone effects, and the 4' couplers only for individual color effects and for brilliance in ensemble combinations when necessary. You are acting wisely in not making frequent use of the Di' couplers and the Ki' manual stops, espe< ¡ally the Great Di' 
Open Diapason. If your ensemble is not brilliant enough without 4' couplers, try using Swell to Great 4' (omitting Great to Great 4 ). If this eff<*<t is t<M> brilliant, try omitting the Quinte 2%' ami tin» Piiiohi 2' as their use with the 4 coupler may result in too much bril liancy. We sugg<»st your experimenting with the stops, omitting the HF and 4' couplers if possible, especially the Great to Great 4' and the Ui' couplers, as w<ll as the Great Open Diapason, D>'. 

Q. 1 am enclosing a list of stops on tht om manual organ in our church. For the sing¬ 
ing I use DuIdana, Bourdon and 1 Hapason. Anything added to this combination makes it too loud. For the postlude 1 hare used pedal to great, but there is a ribrat ion in tin pipes. Is there anything I can do to rtmtdy this? Tht 'Tremolo stop does not produce any t (feet. What 
can 1 do for it? How mtiy I use th» diff» ri nt stops, in pleasing com binat ions, cs¡»eei«illy Fifteenth, Principal anil Mdodia?—M. B. F. 

A. If. as you say. anything added to the combination you name makes too much volume, 
use it without addition. For variation of torn* quality you might try Dul< iana. Melodia and Flute 4'. The .Bourdon Hi' we pr<*sunu* to be a pedal stop. We know of no reason for vibra-
tion w’hen coujih'r is us«'d unless it is present in cith<T Pedal Bourdon or om* of th«» manual 
stops. A practical organ repair man might advise you of cans«» and be able to rennulv tin* 
trouble. T’he t remolo acts on other stops drawn, and if it is not effective the practieal man might discover tin» cause of tin* trouble. T’he 
Fift<*«»nth and Principal are useful more par ti«ularly in ensemble combina tions, but tlx* 
Melodia can Im* used either in combination with other stops or alom». 
' ' I ' ' nwd - h I>m < organs what an organ should be for hom» s with average sized living room? Is tin — equal to other pipe organs? Do other com panics such as-and mulct 

this type organ? How wouhl you class tin •-electric compared with tht pipt organs? Wouhl you prefer goo»l r»»d organ to the small pipe organs or pipdess electrics? —J. G. M. 
A. Wo. of course cannot give an opinion in those columns on any particular make <»r type of organ ( See note at head). Our r«*com inondation is that you investigate the different types and make your decision on the make and style that seem best fitted to your needs. We suggest that if you decide on the small pipe 

organ the specification should include not less than three sets of unified pipes, and a real Pedal Bourdon. This, of course, includes m*ces sary space ami slightly increased cost over 
smaller instruments. 
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FOR MUSIC LOVERS 

A COMPREHENSIVE collection of 
more than two hundred well known 
classic, modern, light operatic and sacred 
compositions. NO MUSIC LIBRARY 
COMPLETE WITHOUT THIS VOL¬ 
UME. 

An outstanding collection of standard 
favorite songs. Words and music. In¬ 
cluded are many home, sentimental, 
operatic, sacred, children's, southern, 
college, sea, rounds, hymns, patriotic, na¬ 
tional and folk songs, popular in Radio 
Broadcasts. 

A MOST complete child's book, con¬ 
taining nursery rhymes, songs and a 
series of piano pieces and duets suitable 
for the young folks. A REFRESHING 
FOLIO ÖF HAPPY REMINDERS OF 
YOUR OWN EARLY EFFORTS. 

Each volume contains 536 pages. 
Cloth Binding $3.00 each 
Reinforced Paper Cover 
Binding 2.00 each 

FOR SALE AT ALL GOOD MUSIC STORES 
If your dealer cannot supply you we 

will send postpaid on receipt of price. 
Money cheerfully refunded if not entirely 
satisfied. (NOT SOLI) IN CANADA.) 
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FOLDER WITH CONTENTS 

The Mumil Publishing Co., Inc. 
1110 Broadway, New York, N. Y. 
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( ) Masterpieces of Piano Music. 
( ) Child’s Own Music Book. 

( ) PAPER ( ) CLOTH 
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The Accordion As a Suitable Instrument 
for Adult Beginners 

PIETRO DEIRO 
As told to EiVera Collins 

M
 ANY ADULTS have not had the 
advantage of musical instruction 
during their childhood. As the 

years advance, they are heard to lament 
that they have no means of expressing their 
emotions musically. They realize that they 
have been deprived of one of the greatest 
pleasures in life; for how, we ask. is it 
possible to live a full and complete life 
without music? 

Within the inner self of each of us de¬ 
sires and ambitions lie dormant. If it hap¬ 
pens that you are one who has a subcon¬ 
scious desire for music, there will be times 
when the urge will come to you to express 
yourself as you listen to the rendition of 
some particularly fine music. In fact, you 
will never be completely satisfied by merely 
listening to others. Entertainment can be 
rated only by the exact ratio of pleasure 
it brings to the individual and many adults 
experience a greater thrill by playing some 
simple little tune than by listening to a 
wonderful concert. 

This article is devoted to adults who are 
pondering the question of beginning the 
study of music. It also contains suggestions 
for teachers who may be called upon to 
teach these adults. 

The question naturally arises, when is 
one too old to begin the study of music? 
The answer is short and decisive for it is 
the single word, “never.” It seems a fallacy 
that an adult should think of music with 
wistful longing and regret, simply because 
he did not study it as a child. Life would 
be monotonous indeed if one had to de¬ 
prive himself of music and other arts and 
pleasures merely because he did not have 
early opportunities. The mere fact that one 
loves music shows that he needs it in his 
life. 
The accordion has proven a most en¬ 

couraging instrument for the adult beginner 
as his progress will be rapid. The nature 
of the accordion, with its mechanical com¬ 
binations, gives the impression that difficult 
music is being played when only a simple 
selection is being rendered. A single tone 
melody would have no particular appeal if 
rendered upon a piano but when such a 
melody is played upon an accordion, al¬ 
though only a single key is struck, the re¬ 
sponding tone is deep and vibrant for the 
reason that, due to the combination within 
the instrument, four individual reeds re¬ 
spond. If difficult technical feats were 
required to make the accordion sound ef¬ 
fective. it would not be so suitable for the 
adult beginner. Fortunately, the player may 
express his music artistically and with good 
musicianship without having to do the 
technical impossible. A systematic training 
of the muscles of the adult will make it 
possible for him to develop sufficient technic. 

This statement usually brings forth the 
query as to whether an adult beginner can 
ever expect to develop the speed and dex¬ 
terity that is possible for a child. Of course 
there are always exceptions but the law of 
averages would require the reply that adults 
who begin to play later in life seldom ac¬ 
quire as rapid technic as children who have 
trained their muscles early in life. But 
surely there is more to music than rapid 
technic. I f that is the only issue which 
would deter adidts from beginning the 
study of music, it should be promptly for¬ 
gotten for it is in reality a minor detail. 
The solution would be for the adult to 

develop as much technic as possible and 
then select his repertoire so that it does not 
include selections which will tax his tech¬ 
nical capability. 

Material in Abundance 
There is no limit to the scope of the 
accordion libraries of to-day. One may find 
tlie works of the greatest masters of old. 
as well as the compositions of our con¬ 
temporary artists, all expertly arranged for 
the accordion. These arrangements do not 
suffer in their adaptation but in many in¬ 
stances are enhanced on account of the 
organ effects obtainable. There is a close 
alliance between the organ and the ac¬ 
cordion and applied study will enable the 
student to produce a close semblance to the 
former instrument. Even though the adult 
beginner avoids selections which require 
technic beyond bis skill, he still has a great 
number of arrangements from which to 
make his selection. 
Another feature which aids in rapid 

progress on the accordion is the fact that 
the work for the left hand has been re¬ 
duced to a minimum. The pianist must 
develop a left hand technic to he on a par 
with his right hand and must acquire par¬ 
ticular skill in playing chords. The mere 
act of pushing a single button upon the 
bass keyboard of the accordion produces 
a complete chord such as would require the 
playing of three or four individual keys 
upon the piano. True enough, a glance at 
the accordion keyboard with its many but¬ 
tons may seem a bit confusing until it is 
explained that a very orderly system has 
been arranged which is not nearly so com¬ 
plicated as it appears. Taking any given 
major chord button as an example and 
considering it as a tonic chord, its sub¬ 
dominant chord will be found in the row 
adjoining it on one side while its dominant 
seventh chord will be found in the row 
adjoining it on the other side. How very 
convenient to have always the three prin¬ 
cipal chords of any key in such close 
proximity for they form the nucleus of all 
accompaniments. 

The piano student would find it necessary 
to study quite a time before bis lesson as¬ 
signment would embody a selection with 
melody and complete bass and chord ac¬ 
companiment. The accordion student plays 
basses and chords during his first or second 
lesson. This explains the statement prev¬ 
iously made that although simple music is 
often being played, the accordion gives the 
impression that it is more difficult, as the 
mechanical combinations within the instru¬ 
ment are a constant aid, doing their share 
of the work and thereby dispensing with a 
part of the effort of the player. 
The accordion has an advantage over 

some other instruments in that it is not 
necessary for the student to "produce” or 
make the tone. This factor is doubly ap¬ 
preciated by the adult student who feels 
that time is valuable and wishes to learn 
to play as soon as possible. When learning 
a stringed instrument much time must be 
devoted to the art of making a good tone 
and then there is the tuning also to be 
considered. A fine set of accordion reeds 
will produce a fine tone whether the instru¬ 
ment is being played by a novice or a pro¬ 
fessional artist. The finer degrees of 

(Continued on Page 123) 

FOR PIANO TEACHERS 

• Earn more money by teaching the 
accordion. Many piano teachers who are 
doing it find pupils learn the principles of 
harmony quickly on this instrument of 
fast-growing popularity. 

Wurlitzer Accordions are noted for their 
exclusive MasterTouch Action and for their 
beauty, performance and dependability. 

Share in these increased earnings. Mail 
the coupon for details and style folder. 

WuRLlIzER 
THE RUDOLPH WURLITZER CO. 

Accordion Division 
De Kalb, Illinois 
Please send your folder that tells how I can in¬ 

crease my income by teaching accordion as well 
as piano. 

Name ____ 

-

City.... State 

High School Course 
at Home FHBBHHTSITH? 

Go nn rapidly iw your time and abilities permit. Equivalent to resi¬ 
dent Hchool work—prepare« for entrance to college. Standard H.S. 
text« supplied. Diploma awarded. Credit for H. S. subjects already 
completed. Single eubjects if dentred. Free Bulletin on request. «American School. Dot. H-266, Drexel at SSth, Chicago 

Learn to color photosand miniatures 
in oil. No previous experience needed. Good 
iemand. Send for free booklet, Mako 

Money at Home” and reouirementa. 
NATIONAL ART SCHOOL 

36OX Michigan Ave. Dept. 1172 Chicago 

SWING PIANO PLAYING 
Npw instruction book, with Home 

Study directions. It teaches you quickly, cheaply, easily. 
TEACHERS: it will increase your income. 

Write for FREE DESCRIPTIVE FOLDER 
AXEL CHRISTENSEN.752 K I M BALL H ALL. CH ICAGO. 

Kinne MEMORIZE MUSIC 

Memorizing Course <iulck and sure

ends forgetting Lesson» by Correspondence 
Write for details 

Marion KINNE. 1324 So. Lindenwood Si.. W. Philadelphia,Pa. 

Diplomas, Certificates of Awards, Medals and 

Other Requisites for Awarding Pupils 

Completing Courses in Music 

THEODORE PRESSER CO. 
1712-14 Chestnut St. Phila., Pa. 
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It is the ambition of The Etude to make this department a “Violinist’s Etude’’ complete in itself. 

Some Faults in Fiddles 
-By ALFRED ALBERT STAGG 

IT IS ESTIMATED that seventy-five per cent of persons buying violins get 
fooled, and that ninety-nine out of 

every one hundred labels pasted on the 
inside of violins are wrong, or, at best, 
very misleading. If you do happen to have 
a genuine "Strad” hanging in the back 
of your clothes closet, get it out quick. It 
will no doubt bring you several thousand 
dollars. 

Buying a violin is a most precarious 
business, unless the prospective purchaser 
seeks the advice of a reliable expert. It is 
positively amazing to consider the number 
of people who have the idea that the old 
fiddle they have is undoubtedly a very good 
one, perhaps, a "Strad.” These have been 
handed down through generations, have 
been kept tucked carefully away in cup¬ 
boards, hidden behind pianos, guarded with 
treasures in the trunk in the attic, or locked 
securely in the dark recesses of a vault. 
Who of us has not met someone who 

was under the impression that the old violin 
at home was a creation of the famous old 
master Antonio Stradivarius—people who 
go about their daily work pondering that 
some day they will have the violin valued, 
as it is undoubtedly worth a lot of money. 
People in all walks of life labor under this 
delusion ; rich man, poor man, beggar man, 
thief, all are gullible to the mystic ancestry 
of violins ; and many a good violinist has 
been “taken in” by paying a lot more than 
an instrument was worth. Of the three 
thousand violins made by Stradivarius, only 
about four hundred and fifty are now cata¬ 
logued and known to be in existence. And, 
from Alabama to Afghanistan, the world 
has been fine tooth combed for them ! 

who is recognized as one of Canada’s out¬ 
standing authorities on violins. He has been 
all his life in the business and hails from 
a family of violin makers and experts of 
Fleissen, Austria. 
“When I was fourteen years of age,” 

smiled Heinl, as he reminisced, “I had my 
first job. It was in the shop of my uncle, 
Johann Heinl, in Austria. I was told to 
paste labels inside violins and to fill in the 
year 1730 beside the name of Stradivarius. 
I wondered at the time, why I was filling 
in seventeenth century dates in the nine¬ 
teenth century ; but I was told this was the 
usual practice and that it helped to sell 
the instruments.” 
“There are many copies of the work of 

Stainer,” continued Mr. Heinl, “who was 
a great master and lived in the Tyrol. It 
is not hard to tell that these are factory 
made violins, because they all have the 
name of Stainer burned in the back of the 
instrument. All original Stainer violins had 
hand written labels, and were not burned 
on the back. The idea of burning in the 
name makes people think it is genuine; 
and it is funny how many people really 
believe it.” 
“You must have lots of people bring 

cheap violins to you, which they themselves 
think valuable,” I suggested. 

Mr. Heinl laughed. 
“Oh, yes,” he replied, “every day. Why, 

just a short time ago a man came to me, 
took a violin out of a case, carefully un¬ 
wound layers of silk from it, and gave me 
explicit instructions to be exceptionally 
careful with it, as it was a very good violin 

for which he had paid $350.00. Ele left it 
with me for some minor repairs, and after 
I had taken the back off the instrument, I 
found that the violin for which he had paid 
$350.00 was worth about $10.00.” 

I can understand the general public's lack 
of knowledge regarding the fine points of 
violins, but is there any excuse for the pro¬ 
found stupidity of the lady who recently 
sought advice from Mr. Heinl. 
"Just what is a Cremona violin?” she 

queried. 
"It is a good Italian violin,” replied Mr. 

Heinl. 
“And does it play Italian music?” was 

the next staggering question. 
George looked at her in a dazed sort of 

way and before he could answer, the lady 
was asking if there were any Canadian 
made violins, and could they play Canadian 
music ? 

That is a tall one, but it is vouched for 
by Mr. Heinl. 

“Some people seem to think,” I resumed, 
“that the dirtier the appearance of a violin, 
the better the tone. Is that true?” 
"Certainly not,” said George emphat¬ 

ically, “but there are a lot of good violinists 
who never clean the resin dust from their 
instrument. They think it helps, but it does 
not. It is harmful. The cleaner the wood, 
the better the instrument vibrates.” 

(Was my face red? I had not cleaned 
the resin from mine in years.) 

A Labor of Love 
Some years ago, I was staying at a hotel 
in Fredericton, New Brunswick. One eve-

The Unwary Purchaser 
The reason so many people get stung 
when buying a violin is that so many of 
these deals are made privately between 
friends. Buying a violin from a friend, or 
from a second hand store, is bad business; 
because the friend or second hand store 
proprietor usually knows nothing about 
violins and, being misled by the label inside 
the fiddle, they concoct some fantastic story 
regarding its tonal qualities and its ancient 
history, as part of the sales talk. 

There are to-day thousands of factory 
made violins in every country, all bearing 
the label, “Antonio Stradivari, 1715,” or 
dated any year from 1675 to 1737, which 
was the period in which the most famous 
“Strads” were made. This really means that 
these instruments are copies of an original 
“Strad” ; but so many people take the date 
seriously. 

Nearly as famous as Antonio Stradi-
varios was Giuseppe Guarnerius (del 
Jesu) whose instruments, if less carefully 
finished than those of Stradivarius are re¬ 
markable for the boldness of their design 
and their powerful tone ; so that the finest 
of them have been preferred by some of 
the great players even before those of 
Stradivarius himself. Paganini habitually 
played on one. 

The writer was recently chatting with 
Mr. George Heinl, violin maker of Toronto, 

Three views of a fine specimen of the Stradivarius Violin, made in 1698, at 
the very zenith of the master’s powers, when he was creating instruments 
which, in beauty of workmanship and tone, never have been equaled by 

another. 

ning I was amusing myself in the parlor 
by playing a violin, the property of the 
hotel proprietor. A fine, white haired old 
gentleman, who had been hostler there for 
years, came into the room and told me he 
had made a violin, and asked me to look 
at it. I told him I should be glad to do 
so, and away he went to the stable to 
fetch it. He soon returned with a full size 
violin, unvarnished, which had been cut 
from maple. It represented the work of 
years. Hours and hours of tedious labor, 
for he had whittled every bit of it with 
nothing but a jack-knife. It never had been 
strung up, as, not being able to play, the 
maker did not know what strings should 
be put on. He asked me to string it up, 
and I shall never forget the look of ex¬ 
citement and pleasure on that old gentle¬ 
man s face, as he heard melody coming 
from the instrument which he had whittled 
from rough wood. 

A Dwindling Trade 
Since the advent of “talkies,” and the 
exit of orchestras from moving picture 
theaters, the sales of violins have dropped 
off considerably. Many musicians used to 
play at a theater in the evenings and work 
during the day somewhere else. They put 
a great deal of their evening profit into 
instruments and many bought five and six 
hundred dollar violins. This trade has gone, 
and to-day it is only radio soloists and 
symphony orchestra players who keep the 
good violin trade alive. 

It has been reported that if a violin can 
be proven to be one hundred years old, 
it travels duty free in any country of the 
world. Imagine what an exasperating time 
one would have trying to convince con¬ 
scientious customs officials on such a point ! 

Treasures of the Forest 
Violin making of course requires special 
wood. The best of this comes from the 
spruce anil maples which are growing about 
half way up the mountainside of the Italian 
Alps. The cutting of this wood is quite a 
trick, as it must be always “quarter cut,” 
which means it is cut from the outside of 
the tree to the center in straight perpen¬ 
dicular strips. This is because the grain 
must run up and down. If cut sideways the 
wood is no good for violin making, as it 
is too spongy and has no resonance. Start¬ 
ing from the center of the tree, the grain 
goes round in circles. A new ridge or circle 
appears each year of the tree’s growth, 
and by the number of these circles the age 
of the tree can be learned. 

Much speculation has been advanced as 
to the superiority in tone of the old Italian 
instruments over those of modern construc¬ 
tion. After taking into account the practical 
identity in dimensions anil construction of 
the classical and many of the best modern 
models, there seems to be but the one con¬ 
clusion that the difference must be attrib¬ 
uted in part to the nature of the materials 
used and in part to the method of their 
employment. The argument that the great 
makers of Italy had special local sources 
of supply can hardly be sustained. No 
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doubt they exercised great care in the se¬ 
lection of sound and handsome wood ; but 
there is evidence that some of the finest 
wood they used was imported from across 
tiie Adriatic; and it is reasonable to sup¬ 
pose that a far larger choice of equally 
good material is accessible to modern 
makers. 
There remains the varnish with which 

the completed instrument was coated. This 
was an item in the manufacture which re¬ 
ceived most careful attention at the hands 
of the old masters, and much importance 
has been attached to the superiority of 
their varnish to that used in more recent 
times, so much so that its composition has 
been attributed to secret processes, known 
only to themselves, and now a lost art. 

Two Masterpieces for the Violin 
By PAUL STOEVING 

Part IV 

There are exceptions to this 
very common experience. A serious 
rival in popularity to the Mendelssohn 

“Concerto” has been from its first introduc¬ 
tion the “Concerto in G minor,” by Max 
Bruch, a work thoroughly violinistic in form 
and technic for the solo instrument, warm 
hearted all through, and very effective. 
Great favorites are also the “Concerto in 
E minor,” by Saint-Saëns and Lalo’s 
“Symphonie Espagnole,’” both very effec¬ 
tively orchestrated and brilliant for the 
soloist. Although the latter work has a 
pronounced national musical complexion, 
they both happily fill the imperative need 
of additions and variety to the limited con¬ 
certo repertoire of the violinist. But who 
would affirm that they, or other violin con¬ 
certos which come to ones mind—such as 
those by Elgar, Goldmark, Glazounoff, 
Sinding, and Sibelius, to mention only a 
few. contemporary and dead—are the un¬ 
perishable creations of genius equal to that 
which produced the Mendelssohn concerto? 
It has been urged that the technical 

proficiency of violinists in general and 
particular, has increased since the Mendels¬ 
sohn concerto was written, and that this 
greater proficiency must seek new outlets 
in bigger, more difficult works. Most violin¬ 
ists will themselves contradict such an argu¬ 
ment. The easy overcoming of technical 
difficulties is not the major objective of 
the interpreter of a musical work, just as 
the mere piling up of these difficulties by 
the composer is not a measure of the merit 
of that work. Our younger famous fiddlers 
are not one whit superior to the older 
ones ; perhaps the contrary is true, because 
some of the older ones were more indi¬ 
vidual. The choice of a repertoire for con¬ 
cert use or private study is entirely a 
matter of disposition and predilection. 
Wieniawski had died before the concertos 

of Brahms and Tschaikowsky were written 
or published, but he was content to shine 
in the “easy” Mendelssohn “E minor,” 
Viotti’s “Twenty-Second” and his own 
“Concerto.” 

Sarasate played everything worth while, 
dedicated and not dedicated to him, and he 
played them to perfection from Bruch’s 
“G minor” and “D minor” concertos and 
“Scotch Fantasie” to Saint-Saëns’s “B 
minor” and Lalo’s “Symphonie Espagnole,” 
though he declared his predilection for 
Johann Sebastian Bach. 

Emile Sauret—one of the most eminent 
violin virtuosos I had the good fortune 
of hearing in my youth and who, sub¬ 
sequently, I came to know personally like 
Sarasate, played everything worth playing, 

including the concertos by Ernst, Paganini 
and Vieuxtemps. 
Eugene Ysaÿe, on the other hand, could 

play almost everything but would never 
play the Brahms and Tschaikowsky con¬ 
certos, at least in public. Why? Because 
he did not like the solo parts. They did 
not appeal to him. They were not the true 
fiddle music he loved and which inspired 
him, and which he found in the easy Men¬ 
delssohn and Beethoven works and the 
still easier concertos of Bach, Mozart and 
Viotti. To have heard him render any of 
these was a revelation of unthought of 
charms and beauty. 

I sat beside him in the Queen’s Hall in 
London when Fritz Kreisler rehearsed Sir 
Edward Elgar’s freshly composed “Con¬ 
certo for Violin.” not much short of an 
hour in length. Ysaÿe seemed keenly inter¬ 
ested in listening; but I never heard that 
he studied, much less performed it in pub¬ 
lic, although he was then not too old by 
any means to seek new musical pastures. 
A few months before he had toured the 
United States, evoking the greatest en¬ 
thusiasm wherever he appeared. 

Of course violinists cannot repeat a few 
works ad infinitum and let them get stale 
and their art with them. Audiences demand 
new programs, and violinists, whether for 
concert purposes or for study, must seek-
new works of merit on which to kindle 
their enthusiasm, and composers must and 
will supply them ; but that is not the point 
we have desired to stress in the foregoing, 
namely the hitherto unchallenged superior¬ 
ity of the Mendelssohn “Concerto for 
Violin” over all subsequent works of the 
kind, as the most perfect prototype of 
what a violin concerto should be and as 
the one most worthy to be preserved for 
posterity. 
We may admire the symphonic works 

of Brahms, César Frank, Tschaikowsky, 
Sibelius and other modern masters ; we 
may love them in their entirety or only 
portions in them ; we may revel in some 
exquisite tonal utterances of even less illus¬ 
trious composers ; yet Beethoven’s “Fifth” 
and “Eroica” and Mozart’s “G minor” 
symphonies and other popular favorites will 
continue their undisputed hold on human 
hearts the world over. So it is in its own 
modest way with the “Concerto in E 
minor” by Mendelssohn. As long as sim¬ 
plicity and spontaneity are counted two un¬ 
mistakable essential marks of genius, Men¬ 
delssohn’s concerto will yet please, thrill 
and uplift, and send listeners away happy 
and spiritually benefited when other, more 
pretentious works have sunk into oblivion. 

The Pump Handle Violinist 
By ADA E. CAMPBELL 

To play slurred arpeggios at the point of 
the bow is not always easy, but if the pupil 
is given the idea that the arm is like the 
handle of a pump, almost immediate un¬ 
derstanding and also results will be ob¬ 
tained. 
The elbow and wrist must not bend. 

Absolute freedom must be felt at the shoul¬ 
der. Using the entire arm as you would 
the handle of a pump, swing it up and 
down. With careful practice of this sort 
the notes will soon begin to come out 
evenly and clearly, in a way that will 
add much to the student’s style. 

Melody-F irst Book 
30c A Unisonal Instructor 

for ALL BAND INSTRUMENTS 
Piano Acc. and 

Teacher’s Guide 
60 Cents 

by Fortunato Sordillo, Assistant Director of Music, Boston Public Schools. 

Air. BAND INSTRUCTOR: 
With Melody-First Band Book, there are no uninterested players, because 
(with two exceptions, and these players can be assigned alternative books) 
every book is a melody book. You can send the student home with some¬ 
thing that he will practise because he will enjoy practising it; whether he 
play Alto, Oboe, Bassoon, or Baritone—it makes no difference! Especially 
if, with a pianist available, advantage is taken of the cleverly-harmonized 
Piano Accompaniment, which makes even the playing of the scales a truly 
musical experience. 

INSTRUMENTATION 
C FLUTE and PICCOLO 
Dn FLUTE and PICCOLO 
OBOE 
Ei SOPRANO CLARINET 
Bi CLARINET 

Bass Clarinet 
Eh ALTO CLARINET 
ENGLISH HORN 
C SAXOPHONES 
(Soprano and C Melody) 

B, SOPRANO SAXOPHONE 

En ALTO SAXOPHONE 
Bn TENOR SAXOPHONE 
E- BARITONE SAXOPHONE 
BASSOON 
Eh CORNET 
Bh TRUMPET or CORNET 

Flugel Horn 
FRENCH HORN IN F 
Eh ALTO HORN 
or MELLOPHONE 

TROMBONE (b.c.) 
TROMBONE (t.C.) 

BARITONE (b.c.) 
or EUPHONIUM 
Tenor Horn 
Bh Bass 

BARITONE (t.C.) 
Tenor Horn 
Bb Bass 

E.h and BB, TUBAS 
or SOUSAPHONES 

DRUMS 
PIANO ACC. and 
TEACHER’S GUIDE 

Supervisors. Band Teachers & Organizers: To receive FREE a Cornet book of this 
unique instructor (regular edition, with striking 2-color cover design), send us your 
name, name of school or organization, and your musical status. 

WALTER JACOBS, Inc. BOSTON, MASS 

in 1 ONI 

CONNECTICUT SOUTH NORWALK 

A new name in the fine string field, | 
Maestro Strings offer a quality here- * 
tofore unobtainable even in the 
finest imported strings... Maestro Gut Strings 
in a soft Italian finish... Maestro Wound 
Strings with a rich, full, resonant tone. 
Send for descriptive literature, and also your 
copy of "Fiddlestrings” 
THE KAPLAN MUSICAL STRING CO. 

Write 

Henning F iolin 
deep - Mellow -"Soulful 
For a limited time you can pur 

ebase this high-grade violin, with 
the qualities of the flnest, at a price 
far lower than ever asked for such 
an instrument; made possible by 
our many years of experience in 
violin making. Satisfaction guar¬ 
anteed. 

Special 
on 
Credit 

. , X* GUSTAV V. HENNING 
Wermat<on3Q| Flsther Studie Seattle. Wash, 

LEHTO SUPER VIOLINS 
Best Since Stradivarius 

I build my violins all by HAND, like Stradivari did. 
out of the finest, old wood that money can buy. Aly 
varnish is the result of life long tireless research and 
rivals the varnishes of the Cremona Masters.—Beau¬ 
tiful in appearance, magnificent in tone*—the kind of 
violin you have longed to own—for all artists. Ke-built 
violins, all prices. Great values. Ask for details. 
« Proposition for teachers.) 

JOHN LEHTO 
Manter Violin Maker 

935- 14th, San Pebko, Calif. 

T Answering Etude Adver¬ 
tisements always pays 

L and delights the reader. 

CDCf GUIDE TO NEW TEACHERS 
ON TEACHING THE PIANO 

Send for 
a copy 

Tells how to begin, the equipment needed, what 
publicity to use. and gives a carefully graded 
list of materials. 

Theodore Presser Co., 1712 Chestnut St., Phila., Pa. 

Violin Instruction for the Blind 
By J. W. HULFF 

A woeful ignorance of violin literature is 
shown in any statement which infers that 
great composers have treated the fiddle 
with contemptuous disdain. Why, the great 
Bach was himself an excellent fiddler; and 
he considered the instrument worthy of 
writing for it six of the finest sonatas in 
all violin literature. The famous Chaconne 
reaches the very heights of intellectual and 
emotional expression. And these sonatas are 
for violin alone. Not for these the tintin¬ 
nabulation of a piano accompaniment. It is 
very much of an error to say that Beethoven, 
Brahms and Schumann were the only com¬ 
posers worthy of note for the fiddle ; ap¬ 
parently forgetting the master violin works 
of Mendelssohn. Bruch, Vieuxtemps, Wie¬ 
niawski, Sain-Saêns, Glazonoff, Debussy, 
Tschaikowsky—but why go on? 

Chopin, the great writer of piano music, 
completely ignored the violin. But do you 
know why? He couldn’t play it. One day, 
George Sand, whose apron strings were be¬ 
ginning to wear thin, brought Chopin a 

fiddle and said, “Here Freddie, take this 
and amuse yourself while I’m busy. Learn 
something useful.” So for a whole week, 
for hours a day, he struggled and scraped : 
but he could make neither bead nor tail of 
it. You see he was a romanticist, not an 
intellectual. Finally, in desperation, he 
threw it into the blackest corner of the 
room and sobbed, “I can't play the dam’ 
tiling. I’m going to write a Rain-drop Pre¬ 
lude.’’ And that is the true story of Chopin 
and the fiddle ! 

Almost every violinist worthy of the 
name can play the piano just as a matter of 
course. But the average pianist does not 
know the first thing about a fiddle and re¬ 
gards it as an instrument of mystery, often 
remarking plaintively, “I cannot understand 
how you know where to place your fingers.” 
Even the writer who has never had a piano 
lesson, can play accompaniments, even to 
concertos. Of course, we use a sort of hunt 
and peck method, but its efficacy cannot be 
questioned, and its difficulty is simply nil. 
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Cantatas 
a h d 

A n t li e m s 

LENT, HOLY WEEK 

and GOOD FRIDAY 

THE LAST WORDS OF CHRIST 
By Charles Gilbert Spross 

THE MESSAGE FROM THE CROSS 
By Will C. Macfarlane 

A sa«*r«*«l cantata of unuMial excellence for 
tenor (or soprano) solo. baritone solo, chorus 
and organ. Supplying the central themes are 
the "seven last words.'' 22 musical numbers. 
Time, 45 minutes. Price. 75c. 

THE MAN OF SORROWS 
By Leroy M. Rile 

An oratorio of goodly proportions, in 5 Parts 
and Prologue, recalling the last scenes in the 
life of < hrist. Requires a well trained chorus. 
Time, 1 h< ur. Price, 75c. 

THE STORY OF THE CROSS 
By A. Lacey-Baker 

An easy cantata especially suitable for use 
as part of the Good Friday services. Time, 
15 minutes. Price, 12c. 

CHRIST’S WORDS FROM THE CROSS 
By Mrs. R. R. Forman 

\\ ith the effectiveness of sincere simplicity, 
this musical work provides soul-stirring medi¬ 
tation on Christ’s “last words.” The chorus 
numbers are easy to sing and there are short 
solos. Tim«*. 20 minutes. Price, 40c. 

CALVARY 
By Ernest H. Sheppard 

In this excellent church cantata there* are 
solos for tenor, baritone and bass and an 
abundan«*«* of chorus work for the choir. 
Time, 20 minutes. Prie«*. 60c. 

Standard Lenten Cantatas 
Re Sure to Ask for "Presser Edition" 

STABAT MATER R ssini] $0.75 
SEVEN LAST WORDS (Dubois 1.00 
PENiTENCE. PARDON AND PEACE 
(Maunder) .... ... .75 

THE CRUCIFIXION (Stainer) .75 
GALLIA (Gounod) .  50 
THE PILGRIMS' CHORUS (Parry) Men.30 

APPROPRIATE ANTHEMS FOR LENT 
Order These Selections by Catalog Number 

All Glory, Laud and Honor. Palm Sunday 
(Williams) (10408) .12 

Come unto Me (Wooler) (10107) .10 
Dear Jesus, Sweet the Tears I Shed (Nevin) 
(35038'   .15 

God So Loved the World (Marks) (10608) .10 
I Could Not Do without Thee (Barrell) 
(6006) .10 

I Lay My Sins on Jesus (Speaks) (35093) .12 
Like As the Hart (Rocerts) ( .10 
Nearer the Cross (Dieckmann' (21206) .12 
O Lamb of God! Still Keep Me (Wclcott) 
(15538) _ . ..12 

Rock of Ages (Stults) (10429 .10 
There Is a Green Hill (Marks) (10606) .15 
Weary of Earth 2086 .15 
When I Survey the Wondrous Cross 
(Harris) (20777) .12 

When, His Salvation Bringing. Palm Sun¬ 
day (Erb) (20900' .12 

Theodore Presser Co. 
Music Publishers and Dealers 

1712 Chestnut St., PHILA. PA. 

Progressive Steps to Velocity 

iContimtcd from Pane 80) 

7. Docs the player feel that he is "stretch¬ 
ing” or reaching stiffly for the next key. 
and do the little fingers seem weak ? Then 
he is failing to adjust rotarily. Each finger 
should be brought over and onto its key 
before using it. 
8. Do the thymb notes blurt Out? Then 

the player is flopping rotatively on the 
thumb instead of making it act on its own. 
Remember that in velocity passages rotary 
adjustment must not displace the need for 
the fingers to act on their own, but it must 
aid them chiefly by not impeding them with 
wrong rotational (by direction) impulses, 
or with any form of fixation. 

On the other hand, does the player feel 
the whole arm and hand as a part of the 
key mechanism as he is using the key? 
Does the hand seem to float along because 
of the reaction ensuing from the actively 
engaged finger? Then he may be sure that 
he is doing the right thing muscularly, and 
therefore all should seem easy and un¬ 
restrained. 

Some Final Precepts 
What the player does pianistically. and 
therefore musically, must be accomplished 
within the shortlived impulse of the finger 
in its downward float of the key. Nothing 
that he does thereafter can alter the kind 
or amount of tone desired, though by 
wrong continuing processes he may impede 
the next finger in its work. 

Never lift the next finger more than is 
necessary to get across to its key easily. 
Such unnecessary lifting not only restricts 
perfect freedom at the wrist but also be¬ 
comes only so much lost motion; and lost 
motion is as detrimental to the mechanics 

of touch as to the mechanics of the motor 
car engine. 

The key is a tool which we should use 
to throw, not bump, the hammer to the 
string. Never forget that. Play not upon 
keys with fingers, but instead play upon 
the string with the key. 

Always allow the hand to lie, rest, re¬ 
laxed on the keys in between the sounding 
of the notes, no matter what added energy 
is needed to aid the finger as it uses the 
key. 

Never raise the hand by its own muscles 
from the keys. It may cause a wrong sen¬ 
sation to become fixed in mind. Lift the 
forearm instead ; the hand will be sure to 
follow. 

Reach keybed lightly, equally for a soft 
or loud tone. 

Analyze every rotary need, which is al¬ 
ways from the last finger used towards and 
with the next finger used. Remember that 
the keyboard is a fixed quantity. You can¬ 
not alter it or force it to yield to incorrect 
touch formations, but you must adapt your¬ 
self at all times to it positionally and rota¬ 
tionally. 

Eeel the music as you feel the key. Never 
divorce touch mechanism from tone mak¬ 
ing. Make each suggest the other, in fact 
make them coalesce. Velocity, of itself, is 
nothing. Only as it serves the purpose of 
real music making has it any value. You 
cannot move the listener to appreciation and 
enthusiasm by a mere display of keyboard 
calisthenics ; but you can receive his ap¬ 
probation and gratitude by presenting to 
him the beauties of the music at hand, 
which you have experienced and wish to 
-hare with him. 

Violin. Questions 
Answered 

ROBERT BRAINE 

No question will be answered in THE ETUDE unless accompanied by the full name 
and address of the inquirer. Only initials, or pseudonym given, will be publishid. 

(Much of lhe mail addressed to the Violinist's Etude consists of written descriptions, photographs and labels o/ old riolins. On Hit basis of these, tht writers ask us to tell them if the riolins art genuine, and their rallie. II« regret 
to say that this is impossible. The actual liolin must be examined. The great 
majority of labels in riolins arc counterfeit and no indication of tht real maker. 
ll < adrist the owner of a supposed raluabit old violin to take or send it to a 
reputable expert or dealer in such instruments. Tht addresses of such dealers can be obtained from the adrertising columns of The Etude and other musical pub-Heat ions.) 

<h«>o.sin^ n ProfeNNlon 
M. R. Without hearing you play. 1 cannot possibly advise you as to whether you should choose a musical car<*cr. Your best course would he to go to a first class violin teacher 

and have him examine you. In half a dozen lessons he could estimate your talent, and ad¬ 
vise you whet lier it would he worth while to study for tlx* profession, or simply study for your own pleasure. He careful to choose a 
really «■minent violin teacher as your advisor in this matter. 2. A first class violinist could, no doubt command a good income in New York, but an inferior player couhl maki» only a bare living, if any. 3. As you say your 
finances are rather low at present, and you cannot invest much in a violin, maybe you 
could borrow or rent one from a friend, until you decide on your future course. 4. The great love you say you have for music is, of course, an asset. 
The Question of \ ppraisemen t 

II. II. A. -Then* are a great many imita¬ tion Jacobus Stainer violins on the market, and I am afraid there is not more than one cilanco in a hundred thousand that yours is genuine. Most of the d«»alers in old violins have experts in their employ, who can solve 
tin* problem whether a supposed rar»» violin is genuine or spurious. Th«» fe«» for this exam¬ ination is usually five dollars or more. In a great number of cases the owner of such a violin is disappoinled. for he finds that his violin, which he hop<*d was worth in the thousands, turns out to be a clnap imitation, worth perhaps ten or fifteen dollars. The in 
formation has cost him the expert’s fee. the trouble of packing, and th«* express charges 
for shipping. If he f« «4s certain that his violin is genuine, he also will insure it. in transit, for 
a large sum; and the premium for this adds another item of expense. Finding out if your violin is a rca) Stradivarius. Guarnerius, 
Stainer, or Amati is like investing in a lottery. You aré a large winner if you win. but a sub¬ stantial loser if you lose. 2. If you decid«* to 
semi your violin to an expert in a large city for examination, be careful to pack it carefullv for shipment. Place tin* violin in its case, an«l then pack the case in a stout wooden box. mad«* of tongm* ami groov«»« I lumber, to ke«»p it dry if water should be spilled on it. 
\ Supposed Nt rndi vn Hun 
. A. <L—I cannot tell you tin* value of your violin without examining it. If (according to its label) it is a real Stradivarius, it would be 

worth a large sum : but it is only an imitation, which is proved by th«* statement print«*«! on its label that it was "Mad«» in France.” Genuim* 
Strads were mad«* in Cremona, Italy, by Antonius Stradivarius. The statement on the label in your violin that it was “Mad«* in Fran««*." gives no « lue as to what maker made 
it. and this is all important. The only wav you could get an idea of its value would be 
to submit it to an expert, who could t«*ll you its approximat«* value; but he probablv would not b«* abh‘ to tell who made it. Reallv* skillful niakers of imitation Strads usually put labels in their violins. b«*aring their own names, as w«*ll as fin* nam«* of th«* master. 
I nknonn Maker. 
1- I «Io not know the violin maker you writ«* about. As you hav«» his nam«* and address, why «I«» you not write to him? 

'I’o Secure Good \ ibrato. 
W . \\. II.—Th«» method of producing th«» vibrato as you «(«»scribe it. to "Press tin* fin¬ gers «>n the string and tln»n r«*h*as<* th«* pressur«* 

instantly” is not generally us«»d. I think th«* method d«*scrib«‘d by Baillot. tin* famous Fn*nrh violinist, is tin* best and most generallv us«*d. Baillot writes, "One finger is to Im* put on th«* string, th«* other Ihre«* to be held up high, ami th«* hand, as a whole, is to Im* set trembling, more or less rapidly to and fro. 
so as to impart th«* motion f«» th«* stopping tin-ger.” Tin» finger, although remaining on th«* satin* not«*, should, to a certain extent, move 
slightly forward an«l backward. The resulting alh»rnat«» shortening a ml restoration of th«* string length. gives th«* not«* a quavering. trem¬ 
bling effect somewhat in th«» style of a trill, the upper not«* being about a sixt«*enth of a tone higher in pitch than the lower. If you are Interest«»«! in learning to perform the vibrato in the best possibh» manner. the 
best way would Im* to take one or two lessons from a first class teacher on the vibrato alone. If no teacher is available, and you hav«» no opportunity of seeing and hearing go«M| violin playing, you could learn much by watching the solo and orchestra violinists as shown on tin* 
screen in th«* movi«* theaters. Note that they hold the finger firmly to the fingerboard, and impart the trembling effect by swinging th«* hand to ami fro .. the wrist. Sollte perforin it by swinging th«* forearm, but this is not so good. 
\ ¡«»tin S1ud> Bo««ks. 

Y. 'I'.—You will lin«l nothing better f«>r com-

plehdy mastering tin* technical part of violin playing than the "School of Vi«din Technics.” 
by ll«*nry S< bra«iieck. and th«* "Sehool of Violin Technics.” by (). Sevcik. Each of thes<* works 
«•ornes in four parts. Th«»y ar«* very ditlicult. but «•over tin* ent in* field of violin playing. 
Berton «»r Breton. 

I«.— I <lo not know of any violin maker of not«*. named Berton. You have probablv g«»t 
th«* name mixv«l up with the French violin maker named F. Breton, who is listed among th«* Mirecourt niakers of th«* nineteenth cen 
tury. II«* mad«* violins cover«»«! with light yel lowish. or brownish varnish, and of a broad, «lark, sympatlndic tom*. They ar«* exci'lh^nt or 
diestra instruments. I hav«» not s«*en any bit«* quotations as to price of th«*si* violins. Write to a d«»al«»r in old violins. Breton’s labels arc as follows ; 

F. Breton breveté d«* S. A. R. Mini*. La Duchesse I >' Angoulém«» A. Mirecourt. IS-, Breton 
An American d«*al«*r quotes these violins at $125 «*ach. f’hoie«* sp«»clmens might sell some¬ what higher. 

Irtist, “On IIÍN Own.” 
T. A. I ».—Tin* ubiquitous tal«*nt scouts of 

the movies, who are continuall.v searching for genius as a basis for new movies. r«*cently con «•eive«! th«* idea that tin* famous young violinist. 
Yehudi Menuhin would mak«* a suitable hero for a m*w musical picture. ’I’o their surpris«* they found, when th«*y broache«! tin* project to 
the young virtuoso, and his parents, that the schein«* received a very «‘old recept ion. no mat-
ter how much money was offered. Their reply was that young Menuhin is an artist, ami ex 
pects to remain such, «loing com’ert violin play¬ ing exclusively, and that they consider«*«! ap-p«*aring as an actor am! music p«*rfornn*r in 
tli«» movies as beneath his dignity. 
The I.«»ft llmi«led \ loliniM. 

J. S. o. -There 1ms been mm li c«mtroversy as to whether a left handed violin pupil shoubl be traim*d to bow with the left haml or the right. If th«* left hand is us«*d for bowing, the violin must Im* changed so that th«* sound post occupies a position at the left and tin* bass bar at I In* right. Th«* position of th«» strings is also chang«»d. th«* strings r«*ading from h*ft lo right. E. A. D..G. instead of G. I». A. E. Many author itles claim that if the pupil is not too strongly 
b*ft hand«*«!, it is b«*tt«*r for him to how with th«* right haml in th«* usual manner. Others contend that th«* violin should Im* changed as 
«l«*scribcd above, and th«* bowing done witli th«* 
left hand. Tin* lM*st way is to experiment. If tin* pupil finds it impossible, or practically impos sible, to bow with th«» right haml. but <*asy to bow with th«» left, it is better to have th«* violin changed, ami allow him to us«» th«* left hand for bowing. If. however lu* is only slightly 
left handed, and finds lit th* ditlicuhy in bowing with th«* right haml, it is b« tt«*r to hav«* him us<* th«» right hand for bowing. This should only b<» dom*. however, in the case of v«*ry young pupils. It be<'omes increasingly ditlicult to train tin» h*ft band for right hand work as th«* pupil grows old«»r. There is a vast number of left handed violin play«*rs in the world, some of whom achieve consid«*rabl<* skill. I one«* had 
a young girl as a pupil who was left hand«*«!, but who ha«! consid«*rab]<» ability in accomplish 
Ing right handed tasks. Sh«» couhl writ«* w«*ll will) tlx* right hand, and I soon found that sin* couhl bow th«» violin nearly as w«*l) with th«» right as with th«» left hand. I decbled that it was b«*st to have her h*arn th«» violin as a right handed player, and this prove«! tin» cor¬ rect course, as sh«» became a master of tin» bow. As sh«* was naturally l«*ft handed, her left haml work was marvelous. Sin* became a 
«•oncert violinist, and mastered difficult con «•ertos and other compositions with ease. This 
problem should Im* h*ft to an expeden«*«»«! violin teacher. 
A Four ï ear Old I'npil. 

V. L. You cannot expect much progress in tin* cas«» of a four year old child. Only in the «•as«* of a g«*nhis can w<* look for th«* progress 
which you seem to expect from your lit th* pupil. Heifetz. Elman. Spohr. Paganini, all famous violinists. comm«*nc«*d to study tin* violin at four or five years of age. and mad«* phenomenal progress, so that they were good violinists, 
ami even apneare«! in public at the age of six. At the ag<* of four a child is littl«* mor«* than a baby, ami his progress must naturally Im* dis¬ 
appointingly slow. Not mon* than om* « bib! of four in a million shows r«*ally brilliant prog¬ ress. 1 should hav«* to hear tin* child, ami examine him. before 1 could judge of Ids talent, 
and whether In* has mad«* the proper progr«*ss to b«* <*.xpect<*«l from so young a child. About all you can do is to continue instructing him in the way you have been «loing. and s«»e how h«* «1«»-v«*lops. You might gel th«* book. "The Child Violinist.” by E. L. Winn, tin* well known vio¬ 
lin t«*aeher. This work contains many bints on teaching very young pupils. It may be procur«*«! 
through the publishers of The Etvoe. 
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Improved CONNQUEROR 

World’s largest manufacturer an¬ nounces sensational improvement in J’.snd Instruments. New patented VO-CABELL revolutionizes tone effects. 
WRITE 
FOR 

FREE I 
BOOK 

Easier toplay. You’ll develop talent fast with these new Conns. Choice of world's greatest artists.See y<>ur dealer or write today for EREE BOOK and home trial, easy payment offer.Mention instrument. 
C. G. CONN. LTD. 213 CONN BUILDING 

ELKHART. INDIANA 

SCO NN 
r A N D INSTRUMENTS 

MUSIC TEACHERS 

SCHOLES Wo'o£ 
887 TERMS$|50AT ALL MUSIC 
EXPLAINED I-OR BOOK STORES 

M.WHMAMC*SONS—NEW YORK 

IMPROVEYOURPLAYING 
Pianoo -Send for tree booklet show-
in»: how you may greatly improve your 
technic. accuracy, memorizing, sight¬ 
reading and playing thru mental-

• lUMiilar co-ordination. Quick results. Practice effort 
minimized. Used by famous pianists, teachers and 
■•dudents. No obligation. 
Broadwell Studios, DeptJIl-B. Bendix Bld? . los Aa^elts.Calii. 

Bands and Orchestras 
Getting Joy Out of Life 

(Continued from Pane 82) 

as good a living as the business permits, 
there has been nothing that we have done 
that equals music as a means of promoting 

LIEUT. ALBERT W. ECHENROTH 
Bandmaster of the Philadelphia Rapid 
Transit Concert Band and Director of Field 

Music 

a spirit of cooperation. With fifty-two dif¬ 
ferent locations, office buildings, car houses 
and power houses, and these manned by ten 
thousand workers, music has made an in¬ 
valuable bond. I f the heads of corporations 
in America knew, as do I. about the use¬ 
fulness of our bands, a thousand new bands 
would be organized and equipped to¬ 
morrow. W hy : Because the employment of 
music is productive of much genuine good 
will, and much inner contentment leading 
to fine human industrial relations. 

The Ineffable Mozart 
“Mozart's celebrated quartet was criti¬ 

cized at the time he wrote it for being dis¬ 
sonant and disharmonious. Beethoven wrote 
dissonant passages for effect in many of his 
works and foolish people tried Io correct 
what they thought were his mistakes. 
When. however. their music became gen¬ 
eral. the clashes of sound were seen to pro¬ 
vide welcome elements of change and criti¬ 
cism died away."—Sir Thomas Beecham. 

rxo you take advantage of the many 
excellent merchandising oppor¬ 

tunities which ETUDE Advertising 
Columns offer you? 

NEW CLASP PINS for 
School and Church Musicians 

Obtainable in the following 
qualities: 

*A—10 Kt. Gold $2.00 
*B—Sterling Silver .50 
D—Gold Plated .30 

No. 85 E -Silver Plated .30 
This same style pin is obtainable with a 
LYRE in center of design instead of the 
CROSS. Order No. 87. Roth pins may be had 
with tae word CHOIR substituted for MUSIC. 

• Indicates pins have safety catch. 

THEODORE PRESSER CO. 
1712-1714 Chestnut St. Phila., Pa. 

Etude Readers! Look Out for 
Magazine Swindlers 

We are constantly receiving complaints 
from music lovers who have paid out good 
nio iey for subscriptions to The Etude, later 
to learn that neither money nor subscript ion 
has ever been forwarded to us. These orders 
were placed with glib crooks who tell a plaus¬ 
ible story, almost invariably offering The 
Etude at a ridiculous reduction in price. Pay 
ro money to strangers unless you are con¬ 
vinced of their responsibility and are willing 
to take the risk of loss. 
Canadian music lovers are especially 

warned against a gang of swindlers working 
in the Provinces who sell two or more 
yearly subscriptions to The Etude at a price 
which would not cover the cost. 

Heij) us to protect you. We cannot be 
responsible for the work of crooks. 

Magazine Combinations At 
Reduced Prices 

The Etude has been fortunate in being 
able to arrange with other publishers to sup¬ 
ply many high class magazines when ordered 
with The Etude, at a very substantial sav¬ 
in«. 
Why not choose a combination of The 

Etude and your favorite publication. It may 
be that we can save you a substantial sum. 

A post card will bring à complete list of 
combinations of The Etude with the læst 
current magazines. 

Piano Accordion Department 
(Continued from Page 119) 

expression are naturally developed when 
skill has been attained. 

Let us consider the other requirements 
for accordionists and compare the adult 
student with the child. If we were to take 
them in the order of their importance, the 
reading of notes would probably come first. 
An adult would certainly excel in this as 
his mind is more developed and his power 
of concentration would be greater. Next in 
importance would be the manipulation of 
the instrument. Here again an adult would 
have an advantage because of his muscular 
strength which would be an aid in holding 
the weight of the instrument and controlling 
the bellows. 

Adult Interpretation 
When we arrive at the comparison be¬ 
tween an adult and a child for interpreta¬ 

tion and expression, there is no doubt but 
what an adult would have the advantage. 
A child may obey expression marks and 
may imitate his teacher but an adult can 
express the very emotions of his soul 
through his song. 
While on the subject of expression and 

interpretation, the nature of the accordion 
is such that it seems to become a very 
part of the player. The instrument is in 
such close proximity with the player that 
it responds to his every mood. In this re¬ 
spect the violin is also akin for it also 
reflects the mood of the player but it is 
limited to melody only while the accom¬ 
paniment must be supplied. This close 
proximity between player and instrument 
cannot exist on the piano or organ which 
supply both melody and accompaniment as 
does the accordion. 

Switzerland Will Have An Interesting Music Season 

Switzerland has a distinct fondness for 
concerts, and Zurich, the largest city in 
the country, tops the list with thirty-eight 
such events for the winter season 1937-38. 
Ten subscription concerts will be directed 
by the noted Dr. Volkmar Andreae; and 
Hans Hofman, Ernest Ansermet and Hans 
Münch have been secured as guest 
conductors. Guest artists include Alfred 
Cortot, Walter Gieseking, Alexander 
Brailowsky, Yehudi and Hephzibah Menu¬ 
hin, and other internationally known per¬ 
sonalities. 

St. Gall, an intellectual center in Eastern 
Switzerland, will have a series of Sym¬ 
phony concerts, directed by Dr. Othmar 
Schoeck, and Berne, the Federal Capital, 
will listen to a symphony concert series 

under the leadership of Dr. Fritz Brun. 
Geneva and Lausanne have their excel¬ 

lent Orchestra Romand, and a number of 
eminent soloists have been engaged by both 
cities for these occasions. America's own 
Marion Anderson appeared in a Song 
Recital at Geneva on December 2. Basle, 
the music loving city on the Swiss Rhine, 
also features a brilliant concert season, 
with “Missa Solemnis" of Beethoven, the 
“German Requiem” of Brahms, and the 
“Creation by Haydn included in the pro¬ 
gram. On May 12 Basle will listen to the 
première of Arthur Honegger's “Jeanne 
d'Arc au Bûcher,” with text by Paul 
Claudel. On May 15 a Singing Festival 
of Catholic Church Choirs of Switzerland 
will be held at Lausanne. 

* * * * * 

"With the greatest music one can never be too closely acquainted: its 
meaning is as infinite and unfathomable as that of Sophocles or Shakespeare : 
but at each repetition we may understand more of it if we will, and the first 
slip in undet standing is to learn the actual elements of which it is composed." 

—Sir Henry Hadow. 

QLE1X AXXE MAK1MDA 

PIANO TEACHERS, 
ATTENTION 

Within the past year. J. C. Deagan, Inc., 
has helped hundreds of piano teachers to 
increase their earning power by extending 
their teaching facilities. 
The marimba, never more popular than 

today, is a natural companion instrument 
to the piano from a teaching standpoint. 
Both are percussion instruments with a 
remarkable keyboard similarity. Regidar 
piano music and studies may be used in 
teaching the marimba, and piano teachers 
make excellent coaches. 

To offer marimba instruction is to add 
to your prestige, step up earnings and 
render a real service to pupils who seek 
musical expression in a portable instru¬ 
ment that is eas) to play and always 
popular. 
May we tell you more? 

J. C. DEAGAN, Inc. 
Dept. E-2. 1770 Berteau Ave. Chicago. Ill. 

• Such beautiful tone, and 
so easy to play! Just touch a 
key and blow normally: you 
can t miss. Nothing to com¬ 
pare with these new P-A 
Saxes. Clarinets,Trumpets, 
andother P-A instruments. 
Fully guaranteed; your suc¬ 
cess assured. See your music 
dealer or write direct for beau¬ 
tiful, free book. No obligation. 
Easy terms. Greatest fun. easiest 
with P-A. Write today sure. 12X8 

PAN-AMERICAN 
208 P-A Bldg., Elkhart, Indiana 

Rebuilt Band & Orchestra Instruments 
HONESTLY REBUILT—FULLY GUARANTEED 

Catalog sent upon request. Please specify instrument in 
which you are interested Diatr.batora King Band Instruments 
WLYMANN COMPANY. Dept. 1-2. 1613 Chestnut St- Ph,Is. Pa. 

LEARN CHORDS QUICKLY 
' "U can find any chord on the piano instantly. The new 
SIMON CHORD CHARI', actually shows the chords on the 
keyboard, and explains their formation. Invaluable in the 
study of keyboard harmony. Price 3<»c. 

SIMON MUSIC PUB. 
Box 26, New Fairview Sta. Detroit. Mich. 

Schools—Colleges 

CONVERSE COLLEGE SCHOOL OF 
MUSIC 

Hat iid A. Kicney, Dean, ■Spartanburg. S. C. 

KNOX CONSERVATORY OF MUSIC Galesburg. Illinois 
Catalog Free John Winter Thompson, Dir. 

NORTHWESTERN?;,rsS 

SHENANDOAH COLLEGE 
CONSERVATORY OF MUSIC. SpeciaH^X hi 
Pipe (>rgan. orchestra. Public School Music, Piano and 
Organ riming. Rates Reasonable. In the he rt of the Shen¬ 
andoah Valley. Dayton. Virginia 
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SUMMER COURSES 
at LOW COST! 

Sherwood offers ambitious students and teachers thorough, professional training 
in special summer courses at exception; ally low tuition cost, Faculty of 75 teachers. Private instruction in Piano. 

Airplane view of Grant Park 
opposite Sherwood Music School 

Voice, Violin. Organ. Cello. Wind In¬ struments. Theory, Composition. Dramatic Art and Dancing. 
Special short-term classes in 50 subjects, including Piano Master Clasx Piano Normal 

( lass, l eaching Repertoire, ( lass Piano. Violin Master Class. Voice Master Class, Organ Master Class. Public School Music. Band. Orchestra and Choral Conducting, Theory. Com¬ 
position. Play Production. Microphone Technique, and main others. 

Dormitory accommodations. Certificates, diplomas and degrees. Write for catalog and ask 
for all-expense estimate. 

SHERWOOD 
410 S. MICHIGAN 

Provisional Member of the 

MUSIC SCHOOL 
AVENUE. CHICAGO. ILLINOIS 
National Association of Schools of Music 

Paul 
UNIVERSITY 

/— _ - CHICAGO 

THE SCHOOL OF 

Wlusic 
offers accredited courses in Piano, Voice, 
Violin, Organ, Public School Music, 
Harmony, and Orchestral Instruments. 
Confers Degrees of B. M., B. M. E., Ph. 
B., and M. M. 

A Professional School 
with University Prestige 

A faculty of National and 
International Reputation 

The Department of Drama offers a 3- year 
Course in Acting Technic, Production, 
Rehearsal and Performance, Interpreta¬ 
tion, Voice and Diction, Eurithmics, 
Makeup, History of the Theatre, Electives. 

Address Registrar for Bulletin 

DePAUL UNIVERSITY 
Room 401, 64 E. Lake Street, Chicago, Ill. 

SCHOOL OF MUSIC 
OF THE UNIVERSITY OF MICHIGAN 
Complete curricula leading to degrees in 
all branches of Music. Faculty of distin¬ 
guished artist teachers. Concerts and May 
Festival by world's greatest artists and 
organizations in Hill Auditorium seating 
5,000. Chorus of 350; student symphony 
orchestras, glee clubs, bands, etc. Recitals 
each week on $75,000 organ. 

I
 Second Semester Tl 

Hegins I 
February 14. JJ 

CHARLES A. SINK, Pre.ld.ot 
Box IOO4, Ann Arbor, Michigan 

nFTnniT,NSTiTuTE of 
"XIKUIJ MUSICAL ART 
JX-IiOOL OF MUdIV Schools. 34th year. All branches 
of Music and Dramatic Art Many free advantages. 
Faculty of 84 artists. Accredited Teachers' Certificates, 
Diplomas, and Degrees. Desirable boarding accommoda¬ 
tions. For Catalog and View Book. 
Address H. B. MANVILLE. Bus Manaoar 

Dept.2—52 Putnam Ave.. Detroit. M ich. 

OBERLIN CONSERVATORY OF MUSIC 
Advanced study in all branches for Mus. B.. Sch. Mus. 
B. degrees, combination with Oberlin College for A. B. 
Distinguished faculty of specialists. Excellent equipment. 
For entrance high school or equivalent. Dormitories, 
catalog. Frank H. Shaw. Dir., Box 528. Oberlin. Ohio 

Qlr faelanò Jhötiintr nf (J)ugir 
SECOND SEMESTER OPENS FEB. 7 

Courses toward Bachelor of Music, Artist Diploma 

Faculty of Nationally Known Musicians 
BERYL RUBINSTEIN. Director, 2605 Euclid Avenue, Cleveland, Ohio 

Holding Over the Tied Notes 

By STELLA WHITSON-HOLMES 

Most young students run into difficulty 
when attempting to play figures such as 
these, 

The usual bad performance, as every 
teacher of the young knows, is for the 
thumb to leave the key simultaneously with 
the striking of the fourth finger. Seeing 
the rest ahead makes the pupil think of 
getting off the keys after the fourth finger 
note is played, and, because of this thought, 
his thumb acts in unison with the fourth 
finger. 

Now in order to give the tied notes their 
full value the teacher must impress upon 
the student the need of making the thumb 
to “stay down there.” To do this it may 
be necessary to exaggerate the exercise, in 
the interest of discipline and ear training. 

by making the thumb to stay down longer 
than really indicated. Example 2 shows 
how the exercise may be rewritten for 
the owner of the stubborn thumb. 

The more tractable student, who brings 
his fingers into submission with ease, will 
find them under command by speaking 
aloud as the notes are struck. 
Ex 3 

Have him to say “Both” when the first 
and second fingers start the passage : 
“three,” for the third finger stroke; “hold,” 
as a reminder on the tied note ; and "up,” 
to indicate that the job is done. 

From Jungle to Symphony Hall 

(Continued from Page 113) 

every step one must look up. then down, 
then to the right and then to the left, be¬ 
cause death may be anywhere. 
"Whenever we came to a settlement I 

played the fiddle, and the people seemed 
enchanted with music which had originated 
on the banks of the Rhine, the Danube and 
the Seine. I also noted down native themes. 
They had a primitive kind of telegraphy 
which was operated with gongs, as is done 
with hollow trees by the natives of Africa. 
It seems strange from an anthropological 
standpoint that the same basic idea of 
communication should be used in Sumatra 
and also in Africa, thousands of miles 
away. These odd people, by means of 
rhythm and pitch, can hold conversations 
with another tribe a score of miles away ; 
and I have lain awake many nights lis¬ 
tening to the gongs and drums of one 
tribe conversing with those of another. 

“It should not be inferred that these 
people are savages. The Dutch settlement 
of Padang is a very modern city; but in 
the settlements in the hills are people, for 
instance, who still believe in Tiger-Men. 
They distinguish a tiger-man by the fact 
that he has no indentation in the flesh of 
his upper lip. under the nose. Such an in¬ 
dividual is known as Remow Jaden. The 
natives firmly believe that he is not a man 
but a tiger and that this thing has hypno¬ 
tized or “changed the eyes" of the indi¬ 
vidual so that he sees a two-legged animal 
like a man and not the yellow and black 
striped beast of the jungle. When the 
tiger-man dies, one does not find a man, 
but a tiger. You do not believe in ghosts. 
I do, because I have lived and talked with 
tiger-men. Only the spirit doctors (dukun) 
of the jungle can deal with them. 

"Once, in Korenchi, the spirit priest who 
was also a medicine man, introduced me to 
a young lady. I called upon her and sang 
Malay songs. As we were one evening 
talking on the closed porch of her home, 
about half past eight, a handsome young 
man came up the steps. The moon was 
waning and I could not make out very 
clearly what he looked like, as the only 
light we had came from a lamp made from 
half a coconut filled with rosin. Every time 
I looked at the visitor he turned his eyes 
down. He could not look me in the eyes. 
I noted that he was watching every move¬ 
ment the girl made. He offered me a kind 
of leaf known as serih. I did not take any 
because I was afraid of poison. Then, after 
an hour or so, I suddenly looked at his 
lip and saw that it was straight across and 
had no indentation. I pulled my gun and 
he jumped away so quickly that 1 did not 
have time to fire. The girl immediately 
fainted with fright as she realized that 
here had been Remow Jaden, a tiger-man.* 

A Purloined Treasure 
“I found the Music of the natives of 
Sumatra full of interest, and I prized my 

"Laugh at the Orientals* “Tiger-man" if you will, but in remote parts of Europe in this day, a 
similiar superstition regarding the werewolf still persists. The werewolf is a person changed into a wolf by an evil spell but retaining human intel¬ ligence It is reported that in the Balkans and even 
in parts of France, the peasants believe in were¬ wolves. 

collected notes very greatly. Unfortunately 
they, with other valuable papers, were 
stolen from me later, in Calcutta. My violin 
was only a cheap instrument, but it was 
the open sesame to many places I could 
not otherwise have reached. It macle me 
very popular and the Malays back in 
Singapore and the adjoining state of 
Nagary Sambilan welcomed me and pro¬ 
vided for me. I had learned many oí the 
Malay songs and they would listen to me 
sing them without end. 
"My next step was to Madras in India, 

where the blood of my father evidently 
showed itself, as I too, joined a circus, in 
which I took the part of an American 
Indian in the "Wild West" show. I stayed 
with this group for one year. The amusing 
thing about it was that I was the only 
American Indian in the "Wild West" show, 
and the others did not know that I was 
an American Indian. The circus was known 
as Phillips Circus, and. although entirely 
English, it flew the American flag, such 
is the reputation of the American circus 
in the Orient. The band was composed of 
Hindustani and was unbearably monoto¬ 
nous. Its chief piece was The Hine Danube 
Halts. This was played for all trapeze 
acts, but when the Wild West came on 
we for some reason always had La Paloma. 
"Then I settled in Calcutta, where I 

remained for a time as a teacher of the 
Koran, which is the Mohammedan Bible. 
Because I had been robbed of all my pos¬ 
sessions, it was necessary for me, as a 
Mohammedan that I was at that time, to 
make the journey to Mecca again. There 
I was again officially given my name. I was 
then twenty-seven, was beginning to get a 
man’s aspect of things, and decided to de¬ 
vote myself to music exclusively. In various 
ways and with various teachers in India, 
England and America, I studied (he laws 
of music and instrumentation. In Mecca I 
wrote my suite, “A Night in Arphah,” 
which has been played many times by 
American symphony orchestras. 

"In order to make a living, I shipped re¬ 
peatedly on vessels, as a part of the crew. 
In this way I made two voyages to Eng¬ 
land, and in 1920 I found my way to the 
United States, landing in New York City. 
At last I was in the land of my fathers, 
and I decided that I should become a 
Christian and joined the Presbyterian 
church. An injury to my arm put an end 
to my violin playing. I have devoted a 
large part of my time in America to copy¬ 
ing music manuscripts, and I have thus 
copied thousands of works of the masters. 
"The name, Harry Adj ip. I assumed 

when I came to America. 1 know not why 
I took it. I never saw it anywhere. The 
sound appealed to me. I had never heard 
the name, and I probably am the only 
Adj ip in the world. 1 have borne it for 
eighteen years. Although my ancestors 
lived in this country, centuries before the 
visit of Columbus, my name has no ances¬ 
tral significance of any kind. Perhaps some 
descendant of an American Indian, some¬ 
where, by the name of Kalow, may read 
this article and help me trace some of my 
family. Letters sent in care of The Etude 
Music Magazine will reach me.” 

***** 

“IVhere is the youth of today going to end that knows so little of beauty? 
I mean the youth who claims that ultra-modernism is the be-all and the 
end-all in music, painting, sculpture, poetry, architecture and all the other 
things in which the restless spirit can be expressed, eren in behavior? 

“It seems to me that its only salvation lies in holding on to what is fine 
in the past, while accepting the present and the future."—Jose Iturbi. 
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Question and Answer ̂ Department 
Conducted 

¿By KARL W. GEHRKENS 
Professor of School Music, Oberlin College 

Musical Editor, Webster New International Dictionary 

No question will be answered in THE ETUDE unless accompanied by the jull name 
and address of the inquirer. Only initials, or pseudonym given, will be published. 

I'ednl SIkiim. Q. 1. In the Litolff Edition o/ tin Ballade in G minor. Op. 11 x, No. 3. by Brahms, pedal¬ 
ing is indicated by tico different marks, thus, F * and Pw. Pie. What is the difference in the 
interprétât ion of these pedal marks? 

2. In ’’French Unite I ” by J. N. Bach, in the Lonre. hoir is the appoggiatura preceding the dotted note (Measures 1, 2, 5, and 7), 
executed ?—Miss Si. M. L. 

A. 1. Pw. is an abbreviation for the Ger¬ man pedal wechsel, meaning that the pedal is changed. The difference is this: Pw. means a 
pedal release followed immediately by a pedal depression : in other words, it is a pure legato pedal. When you see tin* asterisk you rtdease 
but do not depress again until you come to P. 
or Ped. 2. This little note (appoggiat ura ) in each case is given the value of an eighth note. It 
is struck on the beat. Count 1 and 2 and 3 and 4 and 5 and ß and, giving this little note a 
half count, and you will have no trouble. 
GrudiiiK Piano MiimIc. 

q. Will you please give me the grade of these piano pieces f 1. (a) Kondo for tico pianos, 
by (’hopin. (b) Impromtu in A-tlat. by ('hopin. (r) Ballad«* in F minor, by ('hopin. 2. Girl With th«* Flaxen Hair, by Debussy. 3. Sonata Op. 31, No. 2, by Beethoven. /. Chromatic 
Fantasy ami Fugue, by Barh. 5. Invitation to th«* Waltz, by Weber. 6. (at Paganini Etude No. 3. by Liszt, (b) Etude in D fiat. by Liszt. 7. 
’’Suite in D minor," by D’Albert.—Sliss R. W. 

A. Grading pieces sclentifically is quite im-
possibh*. for what is easy for one might be quit«* ditlicult for another, (’sing ten grades. I 
should say that your com positions grade about as follows : Grade —la. 1c. and ßa : Grade 9—4 ami fib; Grade X—lb and 3; Grade 7—5 ami 7 ; 
Grad«* 5—-2. I would consid«*r those in Grade lo as very difficult ; those in grade 9 as quite ditlicult : those in grade 7 ami X as moderately difficult ; 
while those 5 as about medium. 
SemiMtncvnto. Q. Will you please explain to me how the following is played? I am an Etude subscriber. 

A. The effect indicated in your example is 
sometimes called sem ¡staccato ami sometimes portamento. The former term is better than the 
latter because portamento is used especially in 
connection with a certain effect secured by singers. But whatever name you may apply, 
the effect is that of separating tin* tones with¬ out using the sharp staccato that is indicate«! by the dot alone. Sometimes what is wanted is 
a kind of "pressing accent" but in any case there is always separation of the tones from 
one another. 
A mil > sés of llardo mid Mozart Sonatas. 
Q. No doubt you hare studied Donald Francis Tovey's complete analysis book to Bee¬ thoven's piano sonatas. Could you please tell me where I might be able to purchase a. similar 

book to the Haydn and also the Mozart piano sonatas? I shall appreciate very much any in¬ formât ion reyardiny an analysis of the Haydn 
and the Mozart piano sonatas.—L. A. E. 

A. I have searched in several bibliographies 
and have also consulted Dr. Edward Dickinson and various other musical scholars, but I can 
find no trace of any complete analyst's of either Haydn or Mozart. I suggest that you consult the book by Os«*ar Bie, entith'd "The History 
of the Pianofort«*.” You will fiml an excellent chapter on the pr«*de«*essors of Beethoven. You 
will find a certain amount of material in the volume by Hamilton entitled. "Piam» Music— Its Composers and Chara« t«*risti« s."and Grove’s "Dictionary of Music and Musicians" also con¬ 
tains a wealth of informât ion as w«*ll as ex¬ cellent bibliographies. I advise you to consult 
this first. 
\\ liich Keys Ire Most Common? Q. 1. Is it true that there is comparatively little music com posed in B major, or G-sharp minor? Why is this? 2. Is a scherzo always written in two-four time? Would it not be just as well in four Jour time? 

3. In writing for publication. do com posers always submit photostatic copies of their mu¬ sical compositions?—Mrs. A. A. K. 
A. 1. T do not think this statement is true. I can think of more pieces in B major than I can in F-sharp, or (’-sharp major. Your ques¬ tion interested me. so I examined the fifty-three mazurkas of Chopin. You wilf he surprised to know that, excepting the keys of C major and A minor, there were mon* mazurkas in B major 

than any other key: also, then* were none in F-sharp major, nor (’-sharp major. 
2. Scherzos are almost invariably written in triple rhythms : however. Beethoven has writ-ten one in two-four rhythm (Op. 31. No. 3). 

Many that are written three four could be changed to six-eight. All of the scherzos of (’hopin are in three quarter measure. Tin« scherzo evolved fr«»m th«* minuet. 

3. They do not always do so : but they often do. Orchestral writers do. I think, mor«* than writers <»f smaller works. Sonictlines they k«*ep 
the photostatic copy ami semi th«* manuscript. 
Tempo of TsclinikoMsky’s Humoresque. 

Q. (hie of my pupils has been studying the Humoresque, by 'Tschaikowsky. Fhc has been 
playing it about (M.M., -108). Kccently this com posit ion was played at the Toledo Museum 
of Art, as I understand, about < M.M.J=l08 ). Will you tell us which of the tiro tempos is 
correct?—Miss L. M. M. 

A. Metronome markings an* elastic. but to 
«•hang«* a tempo from M.M., 108 to M M 108 is going a little too far. Allegretto scherzando 
would indicate that Tschaikowsky meant that the piece should move along at a fair pac«*. Your tempo is twice as fast as th«* other. but I think you an* safe in using it. It certainly is 
not too fast. 
Debussy's Afternoon of a Faun. Q. I should eery much appreciate it if you would answer the following questions about 
Claude Debussy’s Pndudt* to th«* Afternoon of 
a Fa U n : 1. Thc excerpt shown is an exact ropy of the particular measure of the piece as it appears in my album. Is this a misprint and should not the two notes which I hare connected with a 
Une form the fourth beat? 

2. Kereral passages of sextuplcts appear 
throughout the piece. Should these be accented on the first, third and fifth notes or should they be played as triplets and accented on the first and fourth notes? .{. In the movements marked nine eight. six-eight and twelve-eight. is it not correct to play them slowly and expressively giving the eighth note one beat, the quarter note two beats, and 
so on.—W. S. 

A. 1. Y’es, ami the two D’s should I»«* ti<*«l 
together. 2. Some of the sextuplets should be accent«*«! 
on 1. others on 1 ami 4, still others on 1. 3. ami 5. It depends on their position in th«* phrase: your musical feeling must dictate the rendition 
at each point. 3. In principle, yes. 
IIo5v to Piny a Chopin Prelude. Q. 1. Will you kindly explain the íí r¡brato’, in measure three of the Prelude, Op. 28. No. 24, 
of Chopin? 2. How is the descending run in the right hand to be played smoothly with the left hand 
figures in measures (if! and 70? Also, can you gire me a fingering different from that in my copy (Edition Wood)?—W. R. (’. 

A. 1. I do not have ac«*«*ss to a Woo«! Edi¬ tion and nom* of my copies have "vibrato" mark«*d in tin* third nmasure. According to Hugh H. Clarke's Musical Diet ionary. "vibrato" is defined as follows : "To play with a strong 
intense tom*." This definition certainly fits th«* way this wonderful Prelude of Chopin is played. 2. In measure ßß play five notes to beat 3. 4, and 5 ; and 7 notes on count six, as follows : 

Ex.l 

If the fingering in measure 79 crowds your 
hand, try taking th«* B-fiats with th«* left hand, like this : 

Repeats« in Mozart. Q. Is it customary to obserre all the re¬ peats in the ^Konata in A ma/or.’, by Mozart, in the first movement (Theme and Variations)? If not. Which ones should be observed ?—Miss 
L. B. 

A. Some players observe till : sonu* none. 
Personally. I think that, beautiful as tin* theme is. it has not variety enough 1«» warrant repeats. It might hav«* b«*en all right in Mo¬ 
zart’s day but the modern ear cannot stand too much repetition in music—or anything else. If you play th«* them«* without repeats, it would be better to play all variations the same way. 
Then* is no rule governing this so I can only say how I personally would like it. 
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"Hey, you!" 

Cure of the Young Voice Q.—My little girl, fourteen years old, has 
had much praise for her voice, which is very sweet, and for her natural way of singing. I am giving her lessons with a soprano teacher, a good singer, but several persons have warned me that if she keeps on imitating the notable, 
singers she hears on the talking machine and the radio, she will lose her voire, she lores to sing, and wants to be a professional singer. 
What in your opinion is best to be done for her? Sometimes she sings up very high, but I think her voice sounds best below the top G.— 
Mrs. E. II. 

A.—Above all things, preserve the natural 
“sweetness” of this young girl’s voice. There is always a risk when so young and inexperienced a singer tries to sing the pieces chosen by great artists for recording. She may now be able to reach very high pitches, but in the natural course of things her voice will probably be changing more or less in range and breadth for a few years, and the safe thing for her is to study how to sing with ease and expres¬ sion within the long middle compass. If she is a true soprano, the “top G” first space above, G def, will iu time be her “best” note : most sonorous and beautiful ; if a mezzo-soprano, 
then the F next below. Let power wait upon 
good quality. 
The Baritone’« Low Notes Q.—[ am a young baritone, with consider¬ able experience as a public singer. Have just 
been learning to sing my upper voice, including the high F, with an easy sort of ''big tenor'' quality, but my lower compass is not so satis¬ factory. I want to sing pieces like The Horn by Flegier. Please advise what to do to strengthen 
my lower notes.—College Student. 

A.—If you are able now to sing your high F with ease and good quality, go right on sing¬ ing in that* way as you go down the scale; that is, with throat ease, and musical quality 
of tone. Avoid trying to do something at the throat to compel more force of sound on the lower pitches. As you are a young man. if you continue to sing upon a right basis, you may naturally expect your voice to develop to some extent, in power throughout its compass, as the years go by. When you breathe out very slowly, steadily and freely, and absolutely silently, a silent Ah, you will have the sensa¬ tion of what is known as “open” throat. Con-tinue to breathe in the same controlled manner, 
willing the same “open throat” sensation, and keeping the upper chest well up. without strain, when you sing, and whatever is your gift for producing low tones of good quality and force will exhibit itself. To develop these lower pitches, it is helpful to will a sensation as of tonal vibration against the center upper front teeth, and lightly against the bridge of the nose. The mouth vibration sensation upon the vowel will predomina to in the low range. 

range, and for short periods. Talk little for a while—this is good for the voice and for most 
of us, generally speaking. Do not worry about “diaphragmatic” breathing. See the writer’s book, “Choir and Chorus Conducting,” pages 
17:: to 176, inclusive, for a practical set of 
brea thing exercises for your use. 
The Youthful Voice Q.—1 am thirteen years old and very much interested in being a singer. Am I too young to 
start vocal lessons?—M. V. 

A.—Few girls of your age should begin the serious study of singing. However, if you can lind as a teacher a lady with a sweet soprano voice, who understands children’s voices, and 
will undertake to lead you along carefully and conservatively, you will then probably lay a 
good foundation for future serious study, and also will gain much enjoyment from your work. There are undoubtedly some good teachers in i he cities of your state. It might be well for 
rou to have an interview with one of them. 
Helping; the Baritone Q.—1 am a baritone, nineteen years of age; haw a fairly good voice ; took lessons for three months last winter; always noticed that my 
high notes seemed strained. When I told my teacher this he replied that my voice probably was not yet settled. Gare up lessons for finan¬ cial reasons and since hare been doing quite a bit of singing, but 1 notice my high notes are 
still a little strained, and after I sing for fifteen or twenty minutes my voice begins tq 
get tired and hoarse- even an F liât or l> be¬ comes difficult for me to sing. Would appreciate it if you would tell me how to overcome this straining of high notes. 1. Would you gire me 
the name of a good study book I could use. 2. Since 1 cannot afford to take lessons would you ad rise me to buy a good book on the art of 
singing, for one who is studying by himself?— R. K. 

A.—To both questions. Get “Guide for the Mah* Voice.” by Frederick W. Root ; also “Common Sense and Singing.” by ,1. B. Ken¬ nedy. Sing, with loose tongue and jaw, exer¬ 
cises on the various vowels, on pitches between 

Try short scale passages and arpeggi, shading in the manner indicated. When your produc¬ 
tion has improved upon these middle pitches, if you keep the same freedom of the parts you will find later that the top notes will come in¬ to the fold. Work for good quality rather than power, for the present. It is extremely difficult for a young student to get satisfactory results without the aid of a teacher. 

The High School Voice V 1 am a girl of sixteen. I sang at a very early age, and was easily the best singer in school all through the grades ; but my voice has never exhibited any remarkable quality. I also play the violin and piano, (hi entering high school, my voice became weaker, and I find my range (just below Middle c to F or G) is not as great as it was upward by several tones. 
Hare been singing regularly, but do not be¬ litre I hare strained my voice, ft is true—not harsh or rough—and has been gaining in 
volume steadily for the past eight months. I very much desire to sing. Do you think in y voice will develop in quality to the extent that 
it will be worth while to train it?—I. S. 

A.—Very high, very low, very loud tones astonish for the moment. Beautiful, expressive tones touch the heart, and cause the listener to say : "1 wish she would sing again.” In many cases too early, unsupervised singing has had a bad influence upon the later, more mature voice quality. We suggest that you arrange to see the best teacher in the largest city of your stale, to which you have access, and take his or her advice as to the possibilities of your 
voice. The Ethpe carries the announcements of a number of leading vocal teachers. 
The Tonsil Problem Q.—I am a girl of eighteen years of age. Since my singing teacher is away, J hare come to you for adrice. About two years ago I had 
my tonsils removed. Since then I hare not sung one note, as I am afraid of straining the rocal cords. My roice is now mezzosoprano. 
My teacher tells me it is developing into a lyric soprano. 1. Do you think that my tonsils being out will hare any effect on my range? !. How long should I stop singing? I suppose 
talking too much is as bad as singing, so I will hare io refrain as much as possible from talk¬ ing. 1 hare practiced breathing from the diaphragm for one year, and still find it dif¬ ficult to breathe like that regularly. I hare 
not much volume and am still a bit self-con¬ 
scious.- -M. A. II. 

A.—1. Your range may go up or down a 
trifle. It is impossible to say definitely in ad-
va nee. 2. Rest the singing voice completely for a short time, but not for too long, as the parts need to be carefully exercised somewhat, in 
order to secure good adjustment and action under the new conditions. Begin practicing 
not louder than mJ, within a limited middle 

The Girl's Voice 
Q.— /. / am thirteen years old ; very much interested in singing, but cannot as yet take lessons. Lately I strained my roice by trying to sing too high. I know 1 should not hare done it. Do you think this will hurt my roice? 2. I ran sing two octarcs from Middle C 

without straining, but on going farther I have to force my voice. Do you think as my voice develops I may reach higher notes? Now my roice docs not seem full on the higher notes between the two octarcs. Do girls' voices ever change ; if so between what ages? L / sang over the radio lately, and the man said I had goad possibilities. One thing he tald me was that when I reached the lower notes 
I should sing from my stomach to get full tones. 1 heard from teachers that singing is supposed to come from the head and not from the stomach. Which is right? 

5. Where can I obtain ''Polychrome Lessons for Singers"?—L. 11. 
A.—1. Certainly: if you keep on forcing 

your voice you will injure it. 2. You may. Nothing definite on this point can be stated* at this stage of your experience. 
Be sure not to try to compel bigger tones in your upper range. Learn to let your voice soar upward, as of itself. 3. Yes ; but usually not so markedly as in the case of boy singers. The age differs with 
the individual. Evidence of change may be looked for between the tenth and fifteenth years. In some cases the change is very grad¬ ual : in others it comes with comparative sud¬ denness. Do not worry about this point. Sing with as little effort as possible, and keep the tone sweet and clear at all pitches, placing far mon* importance upon musical quality than 
upon force of voice. 4. All tones are generated in the throat nt the larynx. Most singers come to associate vibratory sensations in mouth, face, head with 
sounds of different pitch : also in the chest on the lowest range. At your age the thing you need least to worry about is getting power, especially upon low pitches. We do not say tlie “radio man” was wrong: we think that you are not ready yet to undertake to work out that point for yourself. If you are intending to 
keep on singing the best thing you can do is to get hold of a good teacher, even if you can take but a few lessons at present. 5. “Polychrome Lessons.” is a small book, packed with good things, by Frederic W. Root. 
It can be had from the publishers of TUB 
Etipe. 
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Fretted instruments ¿Department 
Edited by GEORGE C. KRICK 

The Mandolin 

ITALY THE LAND of sunshine 
and romance has 

given to the world this 
instrument, that has 
made friends and ad¬ 
mirers of all those 
within its hearing. Ac¬ 
cording to reliable rec¬ 
ords it was in 1879, 
when a group of about 
twenty musicians call¬ 
ing themselves “Figaro 
Spanish Students” un¬ 
der the leadership of 
Denis Granada arrived 

in America and created quite a furore 
wherever they appeared. The instrumenta¬ 
tion of this orchestra consisted of twelve 
bandurrias, six guitars, one violin and one 
violoncello. Their triumphant success artis-
tically and financially induced a prominent 
Italian violinist of New York city to gather 
together an orchestra of somewhat smaller 
dimensions, made up of players of Nea¬ 
politan mandolins : and, adopting the name 
of “Spanish Students” they toured the 
country quite successfully for several years. 
Later they disbanded and the leading man-
dolinists of this group settled in various 
cities. During these concert tours the Italian 
mandolin captured the heart of the Amer¬ 
ican public and in a short space of time 
became the fashionable instrument of the 
day. At this period Italy had to supply all 
of the better grade of mandolins. Before 
long, however, American manufacturers 
caught up with the demand, and instruments 
of exquisite workmanship and superior tone 
quality appeared. 

Credit for development of the mandolin 
into a high class concert instrument must 
be given to one Pasquale Vinaccia of 
Naples (1806-1882). Before his time the 
mandolin was smaller and strung with gut 
strings. This outstanding lutenist enlarged 
it, extended the fingerboard, gave it steel 
strings, improved the tone quality, and 
added to its carrying power. Since then 
the Italian mandolin makers have followed 
in his footsteps, until to-day the Neapolitan 
mandolin is a thing of beauty, and through¬ 
out the European countries this classic type 
of mandolin seems to have remained the 
favorite with the players. The American 
manufacturers some years ago cut loose 
from these classic traditions and began to 
experiment with a flat model instrument 
and again with one constructed similar 
to the violin, with carved top and back, 
requiring a higher bridge. This latter type 
has proved such a success that most mando¬ 
lins now follow its lines. 

Giuseppe Pettine 

Abundant Literature 
Turning to the music composed for the 
mandolin, we are compelled once more to 
go to Italy as its fountain head. Contrary 
to the belief of many, the system using 
the plectrum on the mandolin is quite dif¬ 
ferent from that of the down and up bow 
on the violin. Many violinists, finding the 
left hand technic for the mandolin corre¬ 
sponding to that of the violin, have in the 
past applied the same rule for the right 
hand, which, to say the least, is a poor 
substitute. The mechanism of the plectrum 
is so intricate that several years of study 
are required to understand and to master 
it. Giuseppe Branzoh, of Rome, Italy, was 
one of the first to give, in his method, 
many examples of attacking the strings in 
different ways to get certain effects. This 

method might be considered as containing 
the fundamental principles of the art. A 
number of books have been published since 
then, having to do primarily with the mech¬ 
anism of the plectrum. Other Italian com¬ 
posers who have contributed to the ad¬ 
vancement of original mandolin literature 
are, Pietrapertosa, Christofaro,. Bellenghi, 
Matini, Graziani-Walter, Arienzo, Maru-
celli, La Scala, Bertucci, and Mezzacapo. 
The man recognized as the greatest com¬ 
poser and virtuoso of that period, was 
Carlo Munier. Born in Naples in 1859 he 
died in Florence in 1911 and his passing 
was quite a loss to the mandolin fraternity. 
Munier’s compositions number over three 
hundred, including a complete Method in 
two volumes, numerous etudes, duets, trios, 
mandolin solos with piano accompaniment, 
a “Mandolin Concerto in G Major,” three 
plectrum quartets in the style of the classic 
string quartets, mandolin solos duo style 
unaccompanied, and so on. His music shows 
him to have been a highly gifted musician. 
Another composer of great merit, who 

is still living in Naples, is Raffaele Calace, 
author of a beautiful “Concerto for Man¬ 
dolin and Piano” of which the opus number 
is 113, showing that he is quite a prolific 
composer. 

The Italian virtuoso Silvio Ramieri now 
residing in Brussels has to his credit a 
number of short compositions together with 
a “Concerto for Mandolin and Piano,” in 
three movements. The writer had the 
pleasure, several years ago, of hearing it 
performed by the author, and it was an 
excellent performance of a beautiful work. 

American Writers 
We have already mentioned the condi¬ 
tions under which the mandolin made its 
appearance in this country. Since then 
many highly talented and cultured Amer¬ 
ican musicians have realized the artistic 
value of the instrument and have devoted 
their lives to its advancement and its music. 
To these American virtuosos and com¬ 
posers we are indebted for the development 
of one of the most characteristic features 
of mandolin technic, the duo, trio and quar¬ 
tette form—playing the melody and accom¬ 
paniment at the same time. Eugene Page, 
Aubrey Stauffer, Samuel Siegel, Valentine 
Abt, proved themselves as virtuosos of 
high rank and fine composers as well. 
The man who undoubtedly has contrib¬ 

uted more than anyone else to the American 
literature of the mandolin, is Giuseppe Pet¬ 
tine. Coming to his adopted country in his 
’teens, Pettine brought with him an all 
consuming love for his instrument and a 
highly developed musical culture. Well 
known as a band and orchestra leader, it 
is as a mandolin virtuoso and composer 
for this instrument that the name of 
Giuseppe Pettine is treasured amongst the 
serious mandolinists. His concert repertoire 
includes many of the great violin concertos 
and original compositions and his concert 
tours have taken him from Maine to Cali¬ 
fornia. Amongst his numerous compositions 
the “Concerto Patético,” for mandolin and 
piano, is his greatest contribution to man¬ 
dolin literature. It is in three movements, 
melodious, and it calls for all the char¬ 
acteristic resources of the instrument. The 
Fantasia Romántica and many other orig¬ 
inal works of smaller dimensions, arrange¬ 
ments in duo form, and a “Mandolin Method." 
in four volumes, are the fruits of a life¬ 
time devoted to his favorite instrument. 

(Continued on Page 128) 

SPEND NEXT SUMMER 
at the 

CALIFORNIA MUSIC COLONY 
in 

La Jolla, California, from July 4 to August 12, 1938 

if you wish to 

REST — TRAVEL — PLAY 
STUDY MUSIC—ATTEND CONCERTS 

★ ★ ★ ★ 

A THRILLING VACATION I LOW COST 
AN INSPIRING SUMMER SCHOOL f 

* ★ ★ ★ 

Daily Sunshine — No rain, no cold, no heat 
Ocean Beach — Beautiful Buildings and Grounds 
Luxurious Living Accommodations — Fine Food 
Splendid Concerts — Excellent Staff 

Practical Courses given by 

LEE LOCKHART 
Formerly Pittsburgh and Council Bluffs 

NINO MARCELLI 
Conductor—San Diego Symphony Orchestra 

FRANKLIN O'NEEL 
Lincoln High School, Tacoma 

AMOS EBERSOLE 

MAX KRONE 
Northwestern University 

GLENN WOODS 
Oakland City Schools 

EARL ROSENBERG 
Conductor—San Diego Polyphonic Chorus 

E. H. WILCOX 
Formerly University of Iowa Heidelberg College 

Write for our picture bulletin which gives low 
inclusive cost for vacation and summer school. 

E. H. WILCOX, La Jolla, California 

Edgar Brazelton, Dean Edgar Nelson, President 
Glen Dillard Gunn, Artistic Director 

O. E. Robinson, Public School Music Loro Gooch, Manager 
Chicago Conservatory was established in 1857. Among the distinguished faculty of 
165 teachers are many who have received national acclaim • Thorough instruction 
in all branches of music and dramatic art. Piano, Voice, Violin, Cello, Organ, Public 
School Music, Dramatic Art, Special courses in Harmony. Counterpoint. Composi¬ 
tion, Orchestration, Ear Training, and Normal Methods. Bachelor and Master of 
Music and Dramatic Art degrees. 

STUDENTS MAY ENROLL AT ANY TIME 
Institutional Member of the National Association of Schools of Music 

Dormitory accommodations. Write for catalog E.T. and full information. 
JEANNE HOWARD, REGISTRAR • 25 E. JACKSON BLVD., CHICAGO, ILL. 

The Revised and Enlarged 
DUNNING COURSE OF MUSIC STUDY 
Jean Warren Carrick, International Dean, appointed 

by Mrs. Carre Louise Dunning. Originator 
Normal Classes for teachers will be conducted by the 
Dunning Faculty Normal Teachers throughout the 

United States and Canada 
For dates and information addrest 

940 S. E. 68 Avenue, Portland, Oregon 

BALDWIN-WALLACE 
CONSERVATORY OF MUSIC 
BEREA. OHIO (suburb of Cleveland) 

Affiliated with a first class Liberal Arts College. 
Four and five year courses leading to degrees. Faculty 
of Artist Teachers. Sixth Bach Festival. June 10 
and 11. 1938. Send for catalogue or information to: 
ALBERT RIEMENSCHNEIDER. Dean. Berea. Ohio 

CONVERSE COLLEGE 
SCHOOL OF MUSIC FOR WOMEN 
SPARTANBURG, SOUTH CAROLINA 

An Endowed Professional School. Nationally 
Accredited. Full B. Mus. Degree and Diploma 
Courses. College Environment. Teachers of 
National Reputation. Artists’ _ Concerts. 
Summer Session. Moderate Tuition Fees. 
For Catalogues 

tddress: Harold \. Richey. Dean 

INCREASE YOUR 
INCOME ! 

Easily—Substantially—Pleasantly 
— Take Subscription* for — 

THE ETUDE MUSIC MAGAZINE 
— Write for particulars — 

1712 CHESTNUT ST. PHILADELPHIA, PA. 

ESTABLISHED 1857 

OTTO ORTMANN. Director 
One of the Oldest and Mott Noted Music Schools in America. 

Etude Advertisements are Bulletins of Splendid Buy ing Opportunities 
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INSTITUTE OF MUSICAL ART 
George A. Wedge, Acting Director 

of the 
JUILLIARD SCHOOL OF MUSIC 

ERNEST HUTCHESON, President OSCAR WAGNER, Dean 
Thorough instruction in all branches of musical education. Private lessons 

in all standard instruments, courses in theory and composition, normal 
courses for teachers, methods of group training for children, preparatory 
courses for children, extension courses, and many others. 

Public School Music course leading to degree of Bachelor of Science with 
Major in Music. Catalog on request. 

120 Claremont Avenue, New York 

NEW YORK SCHOOL of MUSIC and ARTS 
310 West 92nd Street, New York City (At Riverside Drive) 

RALFE LEECH STERNER, Director 

36th year Lowest rates for tuition anti board Enter any day 
— Vocal and All Instruments — 

Diplomas and teachers’ certificates 

NEW ENGLAND 
CONSERVAT OK Y II F M II S I I' 

Wallace Goodrich, Director. Faculty of eighty-four. Courses for Bachelor and 
Master's Degrees. Diplomas. Special students in all fields. Orchestral, ensemble 

classes. Dramatics. Illustrated 1937-38 catalog. Opening of first semester September 16. 
310 Huntington Avenue, Boston. Massachusetts. 

Katherine Carey 
Successor to MRS. Babcock's 

INTERNATIONAL MUSICAL 
and EDUCATIONAL AGENCY 

Church, Concert and School Positions Assured 
Carnegie Hell, New York Tel. Circle 7-2634 

TRINITY PRINCIPLE 
PEDAGOGY 

The only Scientific Pedagogy based 
on Feeling, and practically 

applied to Music. 
Send for P M B circular. 

EFFA ELLIS PERFIELD 
103 East 86th St., New York, N. Y 

WANTED: A REPRESENTATIVE 
in every town to 

Train Children’s Voices 
High grade work with excellent remuneration 

Louise Weigester School 
160 West 73rd St. New York 

filYiene S TERMre 
* 43r«l Year) 3 in 1 Course Stage. Screen. Radio—A solid founda'ion 
in the technical resentíais of acting in conjunction with pruieoriunai 
atoek theatre training while learning. 
Students appear in full length play*, a week in each. Drama. Dance. Vocal 
Opera. For Acting. Teaching. Directing. Graduates: Fred Astaire, John 
Bryan. Una Merkel. Lee Tracv. Louiv I atimer 

For Catalog write See v T S Lubcrt, 66 West St.. N Y. 

Qo you take advantage of the many 
excellent merchandising oppor¬ 

tunities which ETUDE Advertising 
Columns offer you? 

All About Four Hand Music 
(Continued from Page 76) 

and not overly difficult. More advanced 
players will enjoy Beethoven's Egmont 
Overture: Weber's Overture Io "Der Frci-
schiitz” and Overture to "Oberon" ; and 
Mendelssohn's "Ruy Plas' Overture. We 
have not yet seen a satisfactory arrange¬ 
ment of Mendelssohn's Overture to "A 
Midsummer Night's Dream." 

So far as arranging for four hands is 
concerned, practically all of the foregoing 
is of direct application. However, there 
are certain simple principles to be offered, 
which should prove helpful. In the first 
instance, there are many pieces for piano 
solo that are in demand as duets. Suppose 
we have one of these for arrangement; 
what shall we do first? Study analytically 
the piece to be arranged ; pick out the 
themes; the counterthemes (if any); dis¬ 
sect the harmonies; condense all passage 
work to a harmonic basis; and finally de¬ 
cide upon a proper balance for all parts, 
which latter is the most difficult. Our ar¬ 
rangement must be neither top-heavy nor 
tubby, nor must there be any holes in the 
middle register. The general idea is one 
of expansion ; we have the use of twenty 
fingers instead of ten, and with these we 
can cover the whole range of the keyboard. 
Now, just for example, suppose we have a 
commonplace little piece, starting off : 

Ex.2 

Without in the least adding to its difficulty, 
we could dignify this little bit in a four 
hand arrangement as in Ex. 3. 
What have we done? Just doubled the 

melody in the octave; but relieved this by 
doubling also some prominent harmony 
tones, for sonority. Moreover, in the accom¬ 
paniment we have covered up that “uni-
pah" bass, that bugbear of the modern music 
supervisor, by a suspicion of a counter 
melody. It goes without saying that, in 

Ex 3 

Secondo 

order to arrange any music, one must be 
not only a harmonist but a contrapuntist 
as well. Besides, there must be always a 
seeking for balance, color, and contrast. 
We could go on indefinitely about this end 
of our subject, did not lack of space forbid. 

In all humility we must confess to hav¬ 
ing perpetrated over one thousand published 
four hand arrangements of our own ; and 
we are still an enthusiast. Perhaps we 
should add a few words as to our tran¬ 
scription of the Fourrée by Bach, in this 
issue of The Etude. This piece was 
originally for violoncello solo. When Bach 
writes for a solo instrument (unaccom¬ 
panied), it is up to the contrapuntist to 
discern the true implied harmonics. As a 
rule we do not approve of transcriptions 
to other keys, except where absolutely 
necessary ; so in this case we stick to C 
major, nor do we quite agree with some 
of the harmonies found in various tran¬ 
scriptions. Since the violoncello, of all 
instruments, is one of the richest in over¬ 
tones (upper partials), we enrich naturally 
the melodic “leads” by allowing them to 
be heard in as many octaves as possible. 
Moreover, since heavy chords, across 
three or four strings, are characteristic of 
the instrument, we use as many open fifths 
in our bass part as possible. So, without 
overdoing it, we have endeavored to suggest 
the essential coloring. As it is one of our 
favorites, the arranging of this number has 
proven a real labor of love. 

Fretted Instrument Department 
(Continued from Page 127) 

The Ear May be Deceived 
By AUGUSTA WIXTED 

The time value of every musical motive 
can be indicated by either two or three 
beats. If the metre is two-four, this is easily 
understood, as 
Ex.l _ 

nt li j li j li n 
but, when the metre is four-four, the ear 
hears only two beats also. 

tT-TTf; j - ! 
Of course we learn about primary and 

secondary accents, and that the third beat 
should be accented slightly less than the 
first; but, in listening to ever so perfect a 
rendition in four-four metre, one is many 
times unable to detect any difference in the 
accent of the first and the third beat. 

In the six-eight metre we also hear two 
beats, 

s■ 
If the metre is three-four, we quite nat¬ 

urally hear the three beats, 

but three beats are just as evident in nine-
eight metre done slowly. 
Ex.5 

Again, in twelve-eight metre we hear 
two beats and not four, as one may suppose, 

Ex. 6 

-

This may seem, on the surface, to com¬ 
plicate matters ; but in reality it simplifies 
them, because no matter what the explana¬ 
tion for metre, it is all reduced to the two 
or three beat accent. 

In playing the compound measures, and 
especially the nine-eight and twelve-eight, 
there must be much care that each measure 
begins with a very definite accent, else the 
measure rhythms will be lost, though they 
should be full of charm. 

This article would be incomplete without 
mentioning the names of a few of the great 
masters who showed interest in the man¬ 
dolin. Mozart evidently appreciated its deli¬ 
cate and charming voice, and the Serenade 
with mandolin accompaniment in his im¬ 
mortal opera, “Don Giovanni,” was the 
result. He also composed two songs. Come, 
dearest Mandolin, Come, and Contentment, 
with mandolin obbligato. 

Beethoven wrote an adagio and a short 
“Sonatina for Mandolin and Cembalo.” un¬ 
doubtedly influenced by his intimate friend 
the mandolin virtuoso, Krumpholz. Nicola 
Spinelli, an Italian operatic composer, 
makes frequent use of the mandolin and 
guitar in his opera, “A Basso Porto,” and 
preceding the last act. there occurs a beau¬ 
tiful intermezzo for mandolin and orchestra. 
In his opera, “The Jewels of the Madonna,” 
Wolf-Ferrari introduces a Serenade for 
mandolin and guitar, which is quite 
effective. 

On account of its fretted fingerboard the 
fundamental technic of the mandolin offers 
no particular difficulty to the average 
student : and for this reason it is often 
misjudged as to its artistic possibilities, 
frequent recitals by capable concert man-
dolinists would soon convert the most 
skeptical. To be able to interpret the con¬ 
certos and other high grade original com¬ 
positions by the masters requires an intense 

study for a number of years. There is no 
lack of material, as to the student of 
to-day ; numerous methods and other works 
are available that contain every phase of 
mandolin technic. To those with limited 
time, the plectrum quartette—first and sec¬ 
ond mandolin, mandola and mandocello— 
or the mandolin orchestra offers many op¬ 
portunities for musical enjoyment. 

Fretted Instrument Department 
Questions and Answers 

Q. After taking lessons on the guitar 
for a year I still have trouble in tuning 
the instrument. My mind seems to be more 
intent on tone quality than the right 
pitch.—W. K. 

A. b.vcry guitarist should strive to ob¬ 
tain a beautiful tone from his instrument. 
But, if the instrument is not tuned properly, 
you will not be able to produce correct 
melody or harmony. Get a good guitar 
tuner, having a corresponding note for 
each string, and keep at it until you can 
tune the instrument correctly. 
Q. Could ! get orchestrations for a 

group of twelve flayers, mandolins. Spanish 
and Hawaiian guitars, tenor banjos, and 
violins?—:\. T. 

A. Ask your music dealer for catalog. 
I f he does not have what you want, write 
direct to the publishers. Most of them 
carry a large stock for fretted orchestra. 
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She PAYS Them to STOP 
Practicing 

• Here is a brand-new angle on the practice problem. Mrs. 
Frank J. McManus of Detroit writes us “Our whole family 
enjoys reading The Etude from cover to cover, and my girls. 
11 and 13, enjoy reading the pieces and playing the duets. 
I used to have to pay them to practice, but now I have to 
pay them to stop.” 

Herein lies the great secret of musical progress, “enthu¬ 
siasm.” Emerson was certainly right when he wrote “nothing 
succeeds without enthusiasm.” 

By taking The Etude regularly and keeping continually 
in touch with the latest publications, many a teacher has kept 
up enthusiasm, in a class which otherwise might long ago 
have vanished in the mists of indifference and depression. 

No wonder that thousands of teachers have told us that 
The Etude and our Presser Service have been indispensable 
business assets. 

Advance of ^Publication Offers 
— February 1938 — 

All of the Forthcoming Publications 
in the Offers Listed Below Are Fully 
Described in the Paragraphs Follow¬ 
ing. These Works Are in the Course 
of Preparation. The Low Advance 
Offer Prices Apply to Orders Placed 
Now, with Delivery to be Made 
When Finished. 

Child's Journey—Richter. $0.35 
Child’s Own Book—Brahms, Tschaikow¬ 

sky, Macdowell—Tapper Each .10 
All Three .25 

Fourth Year at the Piano—Williams .50 
Grown-up Beginner's Violin Book— 
Kesnar ..............................................................40 

Little Pieces from the Classic Masters— 
Violin and Piano—Beer .35 

Manual of Fugue—Orem.40 
Master Pieces with Master Lessons 
Piano . .*>0 

One-String Violin Solos—Harper— 
Violin Part .15 
Piano Part .20 

Play with Pleasure—Piano Album .40 
Ten Studies in Style—Piano—Kern.20 
Twenty-Eight Miniature Etudes—Piano— 
Ketterer. .30 

The Cover for This Month 
In May 1937, when 

Dr. Walter Damrosch 
was past 75. the 
world premiere of his 
third opera The Man 
Without a Country 
was given in the 
Metropolitan Opera 
House. New York 
City. Two years be¬ 
fore, in the same 
great opera house, 
this celebrated and 

beloved musician stood in the pit before a 
capacity audience conducting a Golden 
Jubilee performance because it was 50 years 
before, when his father. Dr. Leopold Dam¬ 
rosch. was mortally ill with pneumonia, that 
two scheduled operatic performances were 
carried through when the 23-year-old Walter 
Damrosch took up the baton. Thus great 
responsibilities were thrust on the young 
man. He not only fulfilled the New York 
performances but he also continued directing 
the company organized by his father, playing 
the scheduled engagements in Chicago. 

This man, who in the last 50 years, or 
more, has done more than perhaps any other 
individual in bringing the American people 
to a love of musical masterpieces, was born 
in Breslau, January 30, 1862. He was 9 
years of age when his father brought the 
Damrosch family to the United States. The 
background of musical harmony he secured 
under the direction of his father and also 
Rischbieter and Draeseke in Dresden, piano 
study with von Inten. Boekelman, and Max 
Pinner, and conducting under his father and 
von Billow. 

He was making his way as a capable pro¬ 
fessional musician while only in his ’teens. 
He was only 18 when he was engaged as a 
conductor of a choral society in Newark, 
New Jersey. II<* also played second violin in 
his father’s orchestra. His accomplishments 
as a young man were remarkable due to his 
ability and energy. 

Before the turn of the century he had 
many seasons to his credit in which he had 
toured the United States with his own Dam¬ 
rosch Opera Company and with the New 
York Symphony Society. He also was con¬ 
ductor of the New York Oratorio Society 

beginning in 1895 ami terminating in 1898. 
His musical mission in life won for him 

the friendship of Andrew Carnegie who built 
the big concert hall for New York City. 
While enjoying a visit with Carnegie in 
Scotland, he became acquainted with James 
G. Blaine, the Pennsylvania-born American 
political leader who. through his services in 
the House of Representatives and the U. S. 
Senate, had become one of the most con¬ 
spicuous national figures of the time. Not 
long afterward, in the year 1890. Blaine’s 
daughter Margaret became his wife. Four 
daughters blessed this marriage. 

A long list of things for which the United 
States is indebted to Dr. Damrosch might 
lie given. On this list would be such things 
as his initiative in being the first to bring 
to this country such artists as Katharina 
Klafsky, Johanna Gadski. and Milka Ter¬ 
nilla. who were among the greatest dramatic 
sopranos. Also included would be his spon¬ 
soring of the first serious composing efforts 
of George Gershwin. 

It is estimated that as an educator. Dr. 
Damrosch has taught music to millions, this 
record being possible due to the years in 
which the National Broadcasting Company 
has presented his Appreciation Hour. 
Although this Appreciation Hour has devel¬ 
oped to a point where it has become a 
required part of the education of nearly 
seven million students in seventy thousand 
radio equipped schools, it has lieen estimated 
that over three million adult listeners also 
have developed the habit of tuning in on 
this period. 

As a composer. Dr. Damrosch has written 
two other operas besides the one mentioned 
—The Scarlet Letter and Cyrano de Ber¬ 
gerac. Other works include his Manila Te 
Deum; a Sonata for violin and piano; a 
numl)er of songs; and incidental music to 
Iphigenia in Aulis, Medea, and Electra. 
The Etude Music Magazine is greatly in¬ 

debted to Mr. Soss Melik for his generous 
permission to utilize as our cover for this 
issue of The Etude the excellent portrait 
sketch of Dr. Damrosch. Mr. Melik is one 
of the most celebrated portrait artists of 
to-day. A visitor to the Melik Academy of 
the Fine Arts, in Kingston. New York, 
would Ik* amazed to see the number of 
noted personages whose portraits have been 
strikingly rendered by Mr. Melik. Hon. 
Herbert Hoover, Hon. Judge Charles Evans 
Hughes. Dr. Nicholas Murray Butler. 
Adolph S. Ochs, and others, are among those 
whose portraits have been executed in the 
strong, verile manner in which the likeness 

of Dr. Damrosch is portrayed on the cover 
of this issue. 

The excellent pencil and charcoal por¬ 
traits drawn by Soss Melik, reveal a 
grandeur in their simplicity, a remarkable 
living vibrancy in the modelling brought out 
by every delicate nuance of the shadings 
and highlights by which this artist presents, 
not only the physical likeness, but also the 
character personality of those who have 
posed for him. 

Manual of Fugue 
By Preston Ware Orem 

To thousands of music 
students and teachers, the 
name of Preston Ware Orem 
is familiar as the author of 
popular books which make 
clear for the amateur the 
mysteries of harmony, 
theory, and kindred subjects 
pertaining to music. Dr. 
Orem’s Harmony Book for 
Theory and Composition of 

Music have been eminently successful and 
the reception already accorded his new 
counterpoint metluxl. The Art of Interweav¬ 
ing Melodies, augurs well for its usefulness. 

To this galaxy of exceptional text books, 
we are pleased to add a Manual of Fugue 
by the same author. In this new work. Dr. 
Orem explains, in his lucid and entertaining 
manner, all the problems of fugue writing, 
including Canon, Imitation, and Double 
Counterpoint. Naturally, as a preliminary 
to the study of this book, a practical work¬ 
ing knowledge of harmony and counterpoint 
is assumed. The author treats the writing of 
fugues as a making of real music, not as 
an exercise in musical mathematics. He feels 
that, after proper preparation, fugue writing 
is “just about as good fun as anything in 
musical creation.” 

Ten lessons and an Epilogue comprise the 
chapters of the book. Lesson One presents a 
general discussion of the resources of fugue 
construction. Imitation in two, three, and 
four parts comprises Lessons Two and Three. 
Then follow lessons in Double Counterpoint; 
Pedal Point. Sequence, and St ret to; Fugue 
Form; Tonal Fugue; Four-part Fugue; Five-
part Fugue; and How to Analyze a Fugue. 
Not the least important are the original and 
musicianly examples of writing which are a 
valuable feature of the book. 

In advance of publication, a single copy of 
this important work may be ordered at the 
special cash price of 40 cents, postpaid. 

Easter Music 
Easter Sunday falls this 

year on April 17th, in 
every way an ideal date 
for this well-marked event 
in the Church calendar. 
Perhaps even to a greater 
degree than at Christmas, 
music is an important fea¬ 
ture of the day’s activities. 
Each year shows an in¬ 
creased interest in and a 
wider use of well-chosen musical numbers in 
various forms. Naturally the “Easter 
Anthem” takes the most prominent place 
in the musical portion of the service, while 
vocal solos and duets follow almost as a 
matter of course. 

Variety is always desirable and we find 
that there is a growing demand for effective 
two and three-part (treble voice) numbers, 
also for compositions and arrangements for 
men’s voices. Then, of course, there is the 
Easter Cantata that often so overshadows 
the shorter numbers that perhaps we should 
have mentioned it first. No organist or 
choir director need be apprehensive of a 
scarcity of suitable material, or b* in doubt 
as to a dependable source of supply, if only 
the facilities of Theodore Presser ( ompany 
are drawn upon. Everyone directly int«‘rested 
in the selection of Easter Music is invited 
to write to us for examination copies. 

As a help in meeting requests for Easter 
Music we should like to have information 
with each order as to the number and make¬ 
up of the groups for which music is to be 
provided. Incidentally, some valuable sug¬ 
gestions are given in the advertising pages 
of this issue. 

Music for Spring Concerts and 
the Commencement Program 
With the final semester of the teaching 

season now well under way. many educators, 
and those having in charge the selection of 
music, are giving thought to choosing ap¬ 
propriate material for Spring Concerts and 
the Commencement Programs. 

Cantatas, operettas and choruses for grade 
or high school groups, or women’s club cho¬ 
ruses. should Im* selected now and put in re¬ 
hearsal at once. Solos and ensembles for 
piano and other instruments should Im* as¬ 
signed in order to allow sufficient time for 
memorizing. 
Presser Service, for many years, has been 

of much assistance in the building of such 
programs. Liberal examination privileges, the 
service of expert music clerks, the largest 
stock of music in the world from which to 
choose, and generous professional discounts, 
are a convenience and an economy to music 
buyers. 

Write today, outlining your needs and 
asking for a selection to look over. Give the 
number and tell something of the capabilities 
of the performers. If you prefer to make 
your own selection for examination, catalogs 
and descriptive fists may Im? had Free for 
the asking. 

Bind Your Etudes At 
Little Expense 

Those subscribers who have a complete 
1937 volume of The Etude may bind it 
in a handsome blue silk buckram binder 
stamped in gold “The Etude”. The price of 
the binder at retail is $2.25. When renewing 
for the year 1938, instead of sending $2.00 
for your subscription, send $3.25 and we will 
extend your subscription and forward one 
of these binders immediately. 

We are sure you will like the binder as it 
is very handy and keeps copies of The Etude 
clean and in order. 

(Continued on Page 130) 
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28 Miniature Etudes 
A Book of Studies for the Third Grade 

Piano Student 
By Ella Ketterer 

The successful piano teacher 
always seeks to have on hand, 
in the studio, educational and 
recreational material that may 
be assigned to supplement the 
regular course of studies. The 
necessity for emphasizing 
some particular point in piano 
technic may arise at any les¬ 

son. Sometimes a piece containing that tech¬ 
nical figure may answer the purpose; with 
some pupils it is advisable to give an entire 
book of special studies. 

Miss Ella Ketterer is a most successful 
teacher of the piano, but she also has a 
flair for composition; her tuneful piano pieces 
are known to thousands. Equally popular 
with her fellow piano teachers are her study 
books, Adventures in Music Land ($1.00) 
and Adventures in Piano Technic (75c) which 
so well take care of supplementary material 
needs in the first two grades. 

We now have in preparation the new Ket¬ 
terer opus, designed for use with pupils dur¬ 
ing the third year of piano study. Naturally, 
with the composer’s melodic gifts, the twenty-
eight studies that make up the contents are 
tuneful. Their practical value is evident in 
the technical points they cover: arpeggios, 
chords, hand crossing, chromatics, fingered 
thirds, wrist development, repeated notes, 
rapid passages divided between the hands, 
fourth and fifth finger development, trills and 
turns, suspensions and left hand technic. Each 
study is one page long and all have been, 
given attractive titles. 
Teachers who wish to become acquainted 

with this work will find the special advance 
of publication cash price 30 cents, postpaid, 
a real economy. 

Little Pieces from the Classic 
Masters 

For Violin and Piano 
Compiled and Arranged by 

Leopold J. Beer 
In the works of Bach, Handel, and their 

contemporaries there are hundreds of price¬ 
less gems of musical inspiration, many of 
which are practically unknown to the pres¬ 
ent generation of music lovers. 

The author has gathered together a group 
of such numbers for this album and ar¬ 
ranged them for playing by violinists well 
along in the first position. Special fingering 
makes possible the playing of these pieces 
also in the third position. 

As material for inculcating in young stu¬ 
dents a genuine love for the best in music 
such compositions are unsurpassed. Particu¬ 
larly valuable are they for use with students 
who eventually hope to play in orchestras 
and string ensembles. 

In advance of publication a single copy 
of this book may be ordered at the special 
cash price 35 cents, postpaid. 

Play with Pleasure 
An Album for the Grown-V p Piano 

Student 
Material for those whose music education 

began after childhood’s days were past must 
necessarily be interesting; grown-ups haven’t 
the time, nor the inclination, to spend hours 
practising something technical (and dull) so 
that eventually they may be able to play 
something pleasing. 

Bearing in mind that tunefulness and va¬ 
riety are prime requisites in an album of 
recreation pieces intended for adult piano 
students who are advancing a bit in pro¬ 
ficiency, and are able to play what for 
younger students would be called third and 
fourth grade compositions, the editors have 
selected, and are arranging for this volume, 
many fine numbers never hitherto available 
in such fine early medium grade editions. 
There are lilting waltz tunes—one by 

Lecocq, the España by Waldteufel and the 
celebrated Kiss Waltz by Arditi. A fine ar¬ 
rangement of Schubert’s Military March and 
an excerpt from the Light Cavalry Overture 
by von Suppe will please those who like 
military marches. Mendelssohn’s lieautiful On 
Wings of Song has been specially arranged 
for this book, and a real novelty is offered in 
a piano version of a violin solo Mazurka by 
Wieniawski. Of course, there are some “old 
timers’’ and folk songs, but these are in 
brand-new arrangements. Fair Maid of Sor¬ 

rento has been borrowed from Italian folk 
lore, Two Guitars from the Russian Gipsy, 
and Marks’ ever popular ballad Sailing ap¬ 
pears in the form of a not-too-difficult piano 
solo. 

A few more surprises will be found when 
the covers of this volume are opened. Space 
forbids our mentioning them in these brief 
notes. The special advance of publication 
cash price 40 cents, postpaid, will remain 
in force this month for ail who wish to take 
advantage of the opportunity to secure a fine 
collection at a real bargain price. Distribu¬ 
tion of copies will be limited to the U. S. A. 
and Its Possessions. 

One String Solos 
For Violin Beginners 
By Kate La Rue Harper 

Attractive melodies in the easiest grade, 
coupled with story-texts and charming illus¬ 
trations, prove a strong influence in stimulat¬ 
ing a child’s ambition to become a good per¬ 
former. Such a book is One String Solos for 
violin beginners by Kate La Rue Harper. 
This work may be used as supplementary 

material with any elementary method of 
violin study. As the title indicates, each little 
piece is confined to the tones of one string. 
Only three fingers and the open strings are 
used, as the small player finds difficulty in 
placing the fourth finger correctly in the be¬ 
ginning. While various keys are introduced 
throughout the book, there are no accidentals 
in the violin part. The A and 1) strings are 
given first because they have the same pat¬ 
tern of fingering; then follow the E and G 
strings. The texts not only create interest 
but assist in establishing the correct rhythm. 

As this work probably will be used in class 
teaching, too, it will be published in two 
separate books, the violin part for students, 
the piano part for the teacher, or accom¬ 
panist. These books will be printed in the 
convenient oblong size. The special advance 
of publication cash price on the violin book 
is 15 cents, on the piano book 20 cents, 
postpaid. 

Child’s Own Book of Great 
Musicians 

Brahms—T schaikowsky—MacDowell 
By Thomas Tapper 

Most books on music 
and musicians that seek to 
promote the cultural de¬ 
velopment of young people 
find favor with educators. 
But this series not only 
enjoys the endorsement of 
teachers, it invariably is 
received most enthusias¬ 
tically by the young stu¬ 
dents themselves. 

For several years, thir¬ 
teen books of the Child's 
Own Book of Great Musi¬ 

cians series have been available—Bach. Bee¬ 
thoven, Chopin. Grieg, Handel, Haydn, Liszt, 
Mendelssohn, Mozart. Schubert, Schumann, 
Verdi and Wagner. These are priced at 20 
cents each. A folder describing them will be 
sent gratis upon request. 

We now’ have in preparation three new’ 
books—Brahms. Tschaikowsky and Mac-
Dowell. In advance of publication single 
copies of any of these three may l>e ordered 
at the special cash postpaid price, 10 cents; 
the set of three for only 25 cents. 
Since the initial announcement of the 

forthcoming publication of these three book¬ 
lets. hundreds of orders have been received 
from Child's Own Book enthusiasts, young 
and old, who are now awaiting delivery of 
their copies. Of course, the “cut-out’’ pic¬ 
tures. and the needle and cord for binding 
the book, are included in the copies ordered 
on this special offer. 

Fourth Year at the Piano 
By John M. Williams 

The author of this new instruction book 
is well known everywhere as a teacher and 
lecturer who, by his advanced ideas in peda¬ 
gogy, has done much to revolutionize 
methods of teaching music. The increasing 
popularity of his progressing series. First 
Year at the Piano (1.00), Second Year at 
the Piano (1.00), and Third Year at the 
Piano (1.00), has resulted in the prepara¬ 
tion of Fourth Year at the Piano, the final 
book of the series. As with the former books, 
the new one will be replete with interesting 

and valuable material, all of it attractive, 
not only to the student, but to musicians 
in general. 

Single copies of Fourth Year at the Piano 
may be ordered now at the pre-publication 
price of 50 cents, postpaid. 

A Child’s journey 
Rote Songs for Primary School Activities 

By Ada Richter 
Tu the music materials 

used for kindergarten and 
primary school classes, noth¬ 
ing is more important than 
an interesting presentation. 
Rote songs for primary 
school activities must imme¬ 
diately attract the attention 
of the youngsters. And noth¬ 
ing will do this quite so ef¬ 
fectively as songs that relate 
incidents, or that tell of things with which 
the child is familiar. 
Mrs. Richter’s practical experience in 

teaching juvenile classes has particularly qual¬ 
ified her for undertaking a work of this kind. 
Here she presents sixteen short, simple little 
numbers, each relating some incident that 
might happen on a child's holiday. In addi¬ 
tion, the melodies are all so rhythmic that 
they can be sung without accompaniment 
should no piano be available. 
A single copy of A Child's Journey may 

be ordered now at the special cash price of 
35 cents, postpaid; the books will be deliv¬ 
ered when published. 

Grown-U p Beginner’s Violin 
Book 

By Maurits Kesnar 
~ Educators in all fields of aca-
I demie subjects and cultural arts 
* are making wonderful strides in 

T7 satisfying the desires of young 
people and grown-ups who wish 
to make profitable use of time 
placed at their disposal in these 
days when so much effort is be¬ 

ing made to provide all with an adequacy 
of leisure. For the many who were denied 
the opportunity to begin the study of music 
in childhood new and practical instruction 
materials are required. 

Grown-ups seeking to add piano playing 
to their accomplishments received first at¬ 
tention, but the need for a grown-up begin¬ 
ner’s violin book has been so insistent that 
the well known teacher and concert violin¬ 
ist, Maurits Kesnar, has evolved an in¬ 
structor which has introductory steps and 
types of study material particularly suited 
to the grown-up violin beginner. This book 
makes a Key of C approach, and gives care¬ 
ful directions as to details of fingering, bow¬ 
ing, etc., frequently simplified by illustrations 
and charts which carry the student into the 
playing of a fair sized repertoire of attrac¬ 
tive numbers, including arrangements of folk 
songs and dances, as well as some choice 
original numbers by contemporary com-
posers. 

While this instructor is intended primarily 
for use under the guidance of a teacher, it 
also will prove of service to the musician 
proficient on another instrument but who, 
in meeting the breadth of demands in this 
day and age, wants to do some self-study in 
order to have the added musical advantage 
of a working knowledge of the fundamentals 
of violin playing. 

A single copy of this Grown-Up Beginner's 
Violin Book may be ordered prior to publi¬ 
cation at the special cash price of 40 cents, 
postpaid. 

Master Pieces with Master 
Lessons 

For the Piano 
Just what does this title mean? To some 

musicians, a masterpiece of music printed 
on fine, glossy paper seems sufficient evi¬ 
dence that this is the most reliable copy for 
study, without stopping to think that the 
piece may contain wrong notes, incorrect 
fingering (or none at all), misplaced phrase 
marks, and other tokens of incorrect editing. 
Another edition of the master piece may 
have none of these faults, but aside from 
good editing there is little to aid the student 
as to those fine artistic shadings impossible 
to indicate by mere marks and signs. 
To supply this want we have assembled 

into one volume fifteen master pieces with 
scholarly analyses by some of the leading 
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musical authorities, with which readers of 
The Etude are doubtless familiar. Editors 
like Moriz Rosenthal, Mark Hambourg, John 
Orth, Sigismund Stojowski, Edwin Hughes, 
Katherine Goodson, Walter Spry. Victor 
Biart and others, treating thoroughly the 
most artistic interpretation of the celebrated 
master pieces of such composers as Chopin, 
Bach, Handel, Mozart, Liszt, Schumann, 
Schubert, Brahms, and Mendelssohn, are an 
unanswerable guarantee of the dependability 
of this great collection. 

In advance of publication copies of this 
volume may be ordered at the special cash 
price, 50 cents, postpaid. 

Ten Studies in Style 
For the Piano 

By Carl Wilhelm Kern 
This probably is the last 

month during which this new-
work will lx* available to ad¬ 
vance subscribers. The man¬ 
uscript is now- in the hands of 
our engravers and copies soon 
will l>e ready. 

The work will be published 
in the Music Mastery Series 
which already includes a successful volume 
of Mr. Kenis’ Twelve Melodious Studies 
Featuring Scale and Chord Formations (GOc) . 
The author’s piano compositions are knowm 
to teachers, everywhere, not only for their 
melodious qualities, but for their practical 
educational value. The numlwrs in this work 
really are piano solos introducing technical 
problems met in the second year of study 
at the piano. 

Of course, the special advance of publica¬ 
tion price 20 cents, postpaid, will remain in 
effect until the book is issued. 

Advance of Publication 
Offers Withdrawn 

From the number of advance orders re¬ 
ceived for the work that is to be published 
this month, it is quite evident that piano 
teachers are not content with developing 
merely their pupils’ finger dexterity, hut they 
also are diligently striving to inculcate in 
them a real appreciation for the best in 
music. After the selection of the contents 
had been made the utmost care was taken, 
both by the Editorial Staff and the Mechan¬ 
ical Department, to make the book as fas¬ 
cinating as possible, the Publishers realizing 
that an attractive presentation is necessary 
with any type of music book for young pu¬ 
pils, and that it is vitally essential in a vol¬ 
ume of classics. 

This work now is placed upon the market 
at a fair retail price and the special advance 
of publication offer is withdrawn. Go to 
your music dealer and ask to see a copy, or 
send direct to the Publisher. Copies may be 
had for examination if desired. 
Musical Visits with the Masters, a book 

of piano solos arranged from the classics, 
contains excerpts from representative com¬ 
positions of the great masters so easy that 
pupils well along in the first year of study 
can essay them. Each is accompanied by 
biographical notes on the composer and a 
page in the book shows pictures of the mas¬ 
ters (in pen-graph style) which are to be 
cut out and pasted in the spaces provided 
for them. Of course, only melodic and rhyth¬ 
mically attractive selections have been in¬ 
cluded. Price, 75 cents. 

Delayed Etudes 
During the holiday season just passed, 

there are some lost copies ewing to last min¬ 
ute orders and rush of mail in the post 
office. We entered subscriptions as quickly 
and forwarded copies as promptly as it was 
possible to do, under the circumstances, but 
if a copy intended for you has gone astray, 
do not hesitate to write us. We wish our 
subscribers to be pleased with our service 
and extend our sincere thanks for the pa¬ 
tience of those who were disappointed by 
delayed deliveries. 

Changes of Address 
Where a subscriber changes an address, we 

should be advised at least four weeks in 
advance of the date of publication, which 
is the first of the month. Please give both 
Old and New addresses when requesting 
changes. Do not depend on the Post Office 
but advise us directly. 

(Continued on Page 131) 
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The Etude Historical Musical 
Portrait Series 

Do you know who created the role of 
Tristan/ of Isolde? Do you know what com¬ 
poser. who. because of his gift for melody, 
is often called the “Swiss Schubert”? Do you 
know who was one of the first American 
composers to use Indian themes? What pub¬ 
lisher specialized in publishing music by 
American composers? Who is Artur Schna-
bel/,Arnold Schönberg? Germaine Schnitzer? 
A ou II find the answers to all these questions, 
together with pictures and much additional 
information about a total of 44 well-known 
composers, conductors, teachers, artists and 
musical personalities, on page 68. 

This, the* 61st instalment in The Etude 
Historical Musical Portrait Series, carries on 
the work, begun in February 1934. of cover¬ 
ing with picture and brief biography, the 
entire history of music. Growing appreciation 
of the value of this unique collection for ref¬ 
erence as well as scrap book purposes has 
created a demand for separate copies of each 
instalment. Io meet this demand we have 
made reprints of each instalment to date. 
These we will be glad to supply at the rate 
of 5 cents each. 

Knowing Where To Seek Is 
To Find 

The most used reference items un¬ 
doubtedly are timepieces and calendars. 
They guide us in allocating our time for the 
purpose of fulfilling important engagements, 
or for making various arrangements. Per¬ 
haps weeks before this, many concerned with 
the spending of the February holidays cele¬ 
brating the birth anniversaries of Lincoln 
and Washington already have looked to see 
upon what days of the week these holidays 
fall. 

Progressive music workers, particularly 
those in the teaching profession, well know 
the value of using reference guides to make 
their arrangements for teaching materials and 
teaching activities well in advance. One valu¬ 
able help, to which many users of music 
refer in their constant search for dependable 
materials to meet their particular needs, is 
the list of music publications given regularly 
in these columns showing the most note¬ 
worthy items represented in the publisher’s 
printing orders during the past month. 

Very often there are several hundred or 
more copies of these items in stock when the 
reprinting order is made, but because of the 
steady demand for such numbers, a few 
hundred copies are needed to take care of 
sales during the several weeks between the 
time of ordering ami the actual delivery of 
copies from the printers or binders. Acquaint¬ 
ance with any of these numbers may be 
made through the liberal examination privi¬ 
leges extended by the Theodore Presser Co. 

SHEET MUSIC—PIANO SOLOS 
Cat. No. Title and Composer Grade Price 
1932 March of the Gnomes—De Reef 1 $0.25 

25360 Ring-Around-a-Rosy—Scott ... 1 .30 
22978 Canoeing Waltz—Rolfe . 2 .25 
25109 Jack and Jill—Ketterer . 2 .30 
7101 Iris—Renard . 3*4 .40 
14181 Souvenir of Stephen Foster— 

Stulwitt . 3*4 .40 

PIANO STUDIES 
11129 15 Études Mélodiques. Op. 43—Nollet 

(Music Mastery Series) . $0.60 
24067 Melodious Study Album for Young 

Players—Sartorio (Music Mastery 
Series ) .60 

SHEET MUSIC—VIOLIN & PIANO 
5700 Adoration—Borowski . $0.60 

MUSICAL RECITATION 
18366 The Night after Christmas—Peycke $0.50 

OCTAVO—MIXED VOICES. SACRED 
20936 Behold. God is My Salvation—Dale $0.15 
10753 Ho! Every One that Thirsteth— 

Martin .12 
1<»328 I Will Praise Thee. O Lord—Stults .15 
35027 Love Divine—Marks.15 
35358 The Lord Is My Light—Marchant . . .15 
20901 The Prayer of the Penitent—Felton .12 
6245 Seek Ye the Lord—Roberts.10 
20441 Short Communion Service in F— 

Stults.15 
20659 Turn Thy Face from My Sins— 

Ait wood.08 
10643 What W'ent Ye Out for to See?— 

Neidlinger .15 

OCTAVO—MIXED VOICES. SECULAR 
21264 None but the Lonely Heart— 

Tschaikowsky . $0.12 
20832 Pickaninny Sandman Talbert-Felton 

(S.A.B.) .08 

OCTAVO—WOMEN S VOICES. SACRED 
21156 Incline Thine Ear to Mo—Himmel-

Peery (Three-part ) . $0.10 

A Favorite (Composer . . . 
Each month we propose in the Publisher's Monthly Letter to give mention of a 
composer u ho, by reason of the marked favor in uhich music buyers of today hold 
his compositions, is entitled to designation as a favorite com poser of piano music. 

EVANGELINE LEHMAN ■' — 
In the last half dozen years, there has 

been a considerable growth in the recog¬ 
nition of the merits of compositions 
which have come from the pen of Miss 
Evangeline Lehman. 
Miss Lehman was born in Detroit, 

Michigan, of German-Scandinavian par¬ 
entage. She started the study of piano 
playing at the age of 7. Because she 
early showed promise of developing into 
a line singer, she began the study of 
voice at the age of 15. With an unusually 
good contralto voice she soon was filling 
recital engagements and holding a regu¬ 
lar church soloist position. Before she was out of 
her ’teens, she was enjoying success as a teacher 
of piano and voice students, teaching in Port 
Huron and Detroit. 

Gifted in creating original melodies, she felt 
the need of developing her musicianship along 
theoretical lines, and went to Oberlin College of 
Music where she came under the instruction of 
the noted theorist, Arthur E. Heacox. Further 
study in composition, piano, and voice was pur¬ 
sued at the Fontainebleau Conservatory. Miss 
Lehman remained in France for most of ten years. 
During this time she not only studied and de¬ 
veloped herself as a composer, but she also for a 
period was the contralto soloist of the American 
cathedral in Paris. 

Her musical life in Paris was enriched by the 
friendship and encouragement of such famous 
French composers as Isidor Philipp, Camille 

Decreus, Maurice Dumesnil, Marcel 
Dupre, and others. She created a sensa¬ 
tion in France with her oratorio Sainte 
Therese of the Child Jesus. This oratorio 
was rendered in cathedrals in Paris, 
Caen, and Rouen, and elsewhere with 
large choruses and complete orchestral 
accompaniment. 

Subsequently this oratorio enjoyed 
notable performances in the United 
States, its premiere in this country being 
given in Indianapolis by combined 
Catholic choirs of several hundred voices, 
with orchestra and organ accompani¬ 

ment, under the direction of Elmer Andrew 
Steffen. 

Miss Lehman has been awarded the Silver Medal 
of the Ministre d'Affaires Est rangeres by the 
French Government, which also has given her the 
palm of an Officer d'Academic in honor of her 
work. 
Miss Lehman’s most successful songs are in¬ 

cluded in the group entitled The Children's Festi¬ 
val, which she d< signâtes as songs being suitable 
for children “from eight to eighty." She has nu¬ 
merous successful piano compositions, outstand¬ 
ing among which are Water Lillies, a beautiful 
barcarolle : the humorous novelty /I Juggler in 
Normandy ; the appealing Scandinavian Mother’s 
Lullaby: the lively March of the Cookie Soldiers: 
and the interesting Morning Canter. A selected 
list giving details on these and other interesting 
numbers from her inspired pen are named below. 

Compositions of Evangeline Lehman 
PIANO 

Cat. No. Title Grade 
25752 The Angkor Pagoda . 4 
26324 Armistice Day . 4 
26321 Autumn Reverie . 4 
25754 Autumn Sunset . 4 
26323 Drowsy Lilies . 4 
25886 The Echo . 2% 
25885 Gavotte du Petit Trianon . 3 
25887 Gray Sky . 4 
25883 Hunting Pixies . 3 
25753 A Juggler in Normandy . 4*4 
25769 Légende . 4 
25926 March of the Cookie Soldiers . . 4 
25889 May-Day Frolic. 3 
25891 Minuet of the Porcelain Dolls 3*4 
25890 The Mirror Waltz . 4 

Price 
$0.30 

.35 

.35 

.35 

.35 

.30 
.30 
.30 
.40 
.35 
.35 
.50 
.40 
.30 
.40 

SOLOS 
Cat. No. Title Grade 
26322 Morning Canter. 4 
25880 Pierrot and Pierrette-Minuet . 2*4 
25882 Prayer of the Crusaders . 3 
25751 A Scandinavian Mother’s 

Lullaby . 4 
25884 Sérénade Viennoise . 3*4 
25881 Strumming the Banjo . 2*7, 
25888 The Torchlight Procession .... 2*¿j 
25755 Valse Alsacienne . 4 
25774 Valse de Ballet. 4 
25772 Valse Légère . 5 
25770 Valse Mélancolique . 5 
25773 Valse Pensive . 4 
25771 Valse Rhythmique . 4 
25750 Water-Lillies. 5 

Price 
.40 
.35 
.30 

.30 

.40 

.35 

.30 

.40 

.40 

.40 

.35 

.35 

.30 

.40 

26000 Prelude and Allegro-( Michele 
Mascitti) . 

VIOLIN AND PIANO 
I 25961 Sérénade Viennoise. Arr. by 

4 $0.70 I Rob Roy Peery . 3 .50 

WorU of Music 
(Continued from Page 70) 

THE PRO ARTE STRING QUARTET, 
under the patronage of the Belgian Court, 
has given five concerts to students of the 
University of Geneva, Switzerland, through 
the generosity of our American musical 
patroness, Mrs. Elizabeth Sprague Coolidge. 

WILHELM VON WYMETAL, stage 
director of the Staatsoper of Vienna, and 
for some years in a similar position with 
the Metropolitan Opera Company, died on 
November Oth, in Vienna. Two of his great¬ 
est successes at the Metropolitan were “Der 
Rosenkavalier,” on November 17, 1022, with 
Maria Jeritza in the title rôle for her first 
time; and Spontini’s “La Vestale,” in 1025, 
with Ponselle in the leading part. 

“L’AIGLON,” a new opera based on the 
popular Rostand drama, and with music by 
Arthur Honegger and Jacques Ibert in col¬ 
laboration, was the work chosen for the 
opening night of the new season at the 
Opéra of Paris. 

JOHN ALDEN CARPENTER’S new 
“Concerto for Violin and Orchestra” had its 
first public performance anywhere, when 
given on the program of the Chicago Sym¬ 
phony Orchestra, on November eighteenth, 
with Zlatko Balokovic as soloist. 

THE MANITOBA MUSIC TEACHERS 
ASSOCIATION held its eighteenth annual 
convention at Portage la Prairie, on October 
25th and 26th, with more than two hundred 
in attendance. 

DANIELE AMFITHEATROF, a Russian 
born conductor from Turin, Italy, made his 
début on November 20th. as associate con¬ 
ductor of the Minneapolis Symphony Or¬ 
chestra, to share the duties of the Greek 
conductor, Dmitri Mitropoulos. With two 
such names as daily hurdles, Minneapolis 
musical circles should take high rank among 
the nimble tongued. 

Sainte Thérèse of the Child Jesus. For 
Soli. Chorus. Orsan and Orchestra. 

ORATORIO 
I French and English Text. Tn three 
parts . $0.75 » * ♦ * * 

Cat. No. Title Range 
25784 Bubbles and Clouds . ...c#-F# 
25781 The Good-Night Star.F-F 
25776 Little Mother .d-E 
25783 Lullaby to the French Doll bh-g 
25777 Minuet of the Porcelain “ 

Dolls .d-E 

VOCAL SOLOS 
Price 
$0.40 

.40 

.40 
.50 

.50 

Cat. No. Title Range Price 
25782 My Bow and Arrow .E-E .50 
25778 Noël, Noël. Christmas . ...a-D .50 
25780 Sailboat on the Brook ....E-E .50 
25779 The Scarecrow Dance . . . .g-E .50 
25775 Skating Waltz .c-E .50 
25785 The Sugar Cookie Soldiers bk-F .50 

OCTAVO—WOMEN’S VOICES. SECULAR 
20698 Melody of .ove— Ent/ebuann-Douty 

( T wo-part ) . $0 12 
35047 My Mother Bids Me Bind My Hair— 

Haydn-Raid win (Three-part) ... .15 
10940 Pakoble. The Rose—Lieurance 

(Three-part) .1Q 

OCTAVO—MEN’S VOICES. SACRED 
10920 Jerusalem, the Golden—Stulls . $0.12 

OCTAVO—MEN’S VOICES, SECULAR 
35206 Break. Break. Break. Op. 29, No. 1_ 

Crosse . $o.15 
15529 Marching Men—Ashford.12 

CHURCH MUSIC 
Selected Gospel Hymns .. $0 60 
Young People’s Choir Book (S.A.B.) . .... .60 

ORCHESTRA COLLECTIONS 
Little Classics Orchestra Folio .... Parts $0.35 

Piano Acc. .65 

Premium Workers, Attention! 
Hundreds of music teachers and others se¬ 

cure fine gifts through The Etude Music 
Magazine Premium Department. 

For each subscription sent to us. at the full 
price of $¿.00, one point credit is given to¬ 
ward any gift selected from the catalog. The 
lollowing is a list of a few taken at random: 

THERMOMETER AND CALENDAR: 
This leather-covered plaque contains a per¬ 
petual calendar, an accurate thermometer, 
has an easel back and comes in brown, green, 
blue and black. Your reward for securing one 
subscription, not your own. 

WEBSTER DICTIONARY: This up-to-
date Dictionary has a flexible, gold stamped, 
cardinal, art binding, and is semi-indexed. 
\ our reward for securing two subscriptions. 

ADVERTISEMENT 

FIVE-YEAR DIARY: Bound in gold-
tooled. long-grain linen and complete with 
a gold-edged lock and key, 6%" high by 5" 
wide. Your reward for securing one subscrip¬ 
tion, not your own. 

KROME-KRAFT SERVER: Here is a 
Server for cake or sandwiches that also may 
be used as a center piece for fruit, etc. It 
is 10%" in diameter and has a bright chro¬ 
mium finish. Awarded for securing three sub¬ 
scriptions. 

ADDRESS ROOK: This gold-stamped, 
long-grain linen Address Book has a gilt edge, 
ruled pages, and is alphabetically indexed. 
Size 6J4" X 5%". Your reward for securing 
one subscription, not your own. 

DESK SET: Here is a splendid Desk Set— 
6 pieces covered with genuine leather; your 
choice of red. green, brown or blue. Pad size 
H" X li>". Your reward for securing four 
subscriptions. 

BONBONIERE WITH TONG: An at¬ 
tractive combination of fluted crystal glass 
and gleaming chromium that is both useful 
and decorative. Size 4%" square. Your re¬ 
ward for securing one subscription, not your 
own. 

ELECTRIC TOASTER: With this trim 
Electric Toaster you now can have crisp, 
brown toast whenever you want it—two 
pieces at a time! Plug and 4 feet of strong 
cord attached. Your reward for securing two 
subscriptions. 

Send post card for catalog illustrating all 
premiums offered. 

COMPETITIONS 
THE AMERICAN SOCIETY OF THE 

ANCIENT INSTRUMENTS is offering a 
Prize of Five Hundred Dollars for a compo¬ 
sition to require not less than fifteen minutes 
nor more than twenty-five minutes in its per¬ 
formance, and to be suitable for interpreta¬ 
tion by this ensemble. The competition closes 
August 31, 1038; and full information may 
be had from Mr. Ben Stad, founder and direc¬ 
tor of the organization, 4331 Chestnut Street, 
Philadelphia, Pennsylvania. 

A PRIZE OF ONE THOUSAND DOL¬ 
LARS is offered by the Cincinnati May 
Festival Association, for a composition for a 
children’s chorus of six hundred voices (to 
which an adult chorus may be added), with 
orchestra, or organ, or both. The work will 
be performed at the May Festival of 1039; 
entries close August 31, 1938; and full in¬ 
formation may be had from the May Fes¬ 
tival Association, 142 West Fourth Street, 
Cincinnati, Ohio. 

THE SALZBURG OPERA GUILD is 
offering a prize for an Opera on an Amer¬ 
ican subject, by an American composer. 
The winning work will be performed by the 
Guild, and the composer will receive a 
trip to Salzburg with two months of enter¬ 
tainment at the Guild Headquarters in the 
Schloss Mondsee, during the summer Salz¬ 
burg Festival. Manuscripts must be sent 
not later than May 1st, t: Mr. Paul 
Csonka, Mondsee, Áustria, from whom 
further details may be learned. 

THE W. W. KIMBALL PRIZE of One 
Hundred Dollars is offered again by the 
Chicago Council of Teachers of Singing, this 
time for a setting of the poem. Longing, 
by Matthew Arnold. The contest closes 
June 1, 1938, and full particulars may be 
had from D. A. Clippinger, 617 Kimball 
Hall, 306 South Wabash Avenue, Chicago. 
Illinois. 
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Trips In Scale Land 
By Gladys Hutchinson 

Wherever you may journey the most in¬ 
telligent preparation is to map out your 
trip to its destination so that you may 
travel directly and comfortably. For in¬ 
stance, if you were a stranger in the east¬ 
ern part of the United States and wished 
to travel from Boston to Chicago, stopping 
over to visit the important centers en route, 
you would first want to study your map 
carefully and then perhaps get the detailed 
information from fhe person in charge of 
the local travel bureau. 

It is exactly the same in Scale Land. 
If you have never been there, you will 
most certainly become confused and per¬ 
haps totally lost unless you map out your 
journey step by step. 

If you will be methodical about your 
trip through Scale Land and travel as 
this map suggests, you will acquire a sense 
of freedom in your journey so that even¬ 
tually you will be able to get about in¬ 
stinctively, just as though you had inhabited 
it all your life. 

When you reach your destination, it will 
be well to plan your return trip with equal 
care. It is surprising how many people 
seem to be able to get to where they want 
to go with perfect ease but get lost on their 
way back. Be sure to consult your map 
and your teacher, who is in charge, and 
the Scale Land Travel Bureau. 

Your Music Portfolio 
By Anna Meloni 

Are you one of those boys and girls who 
force your music into your brief case with 
your school books and lunch box? Then, 
in what condition is your music after a 
few weeks? Everybody has seen music 
after such treatment, and it certainly does 
not look nice. 

Your teacher is not apt to form a very 
good impression of a pupil who does not 
take care of his music. If you are untidy 
about your music she may think you are 
going to be untidy about the preparation of 
your music lessons, and other things. 

Why not have a separate portfolio for 
your music? You can get an ordinary 
manilla one for only a few cents. Paste a 
picture of your favorite composer on the 
front, and keep your music in it. 
Sometime you may chance to meet the 

composer of one of your little pieces (that 
is, of your modern pieces, of course) and 
you might want to get the composer's auto¬ 
graph on the music. Some people collect 
autographs, you know, and you would not 
want the composer to see the music all 
torn and dirty. 

So. boys and girls, try to keep your music 
neat and clean and in its own portfolio. 
Then it will always he ready for practice 
and you will not have to waste any precious 
time hunting it. 

THE OLD PIANO’S STORY 
By MONICA TYLER BROWN 

I am an old piano, very much worn, and 
because of my "blue blood" as it were. I 
am spending my last days in the museum. 
I come from an illustrious family, for my 
immediate relatives were among the first 
to be perfected by Christofori. 

Several of my forefathers were quite 
famous in their day. My great grandfather 
harpsichord belonged to George Frederic 
Handel, and great uncle clavichord was in 
the Bach family all of his life. There has 
been perhaps, no other family with as many 
musical members as the famous Bachs. Yes, 
and my cousin spinet and virginal both 
lived in luxury in the palace of the king. 

Oh ! for the good old days when I was 
singing the beautiful songs of my dear 
master. Alas, I can live only in memory 
now. I spent almost all of my active life in 
the home of Frédéric Chopin, who is called 
the poet of the piano. 
To-day, among the many visitors at the 

museum, there was a wide-eyed, pale little 
boy who came and stood beside me for a 
long time. There was a look of longing and 
hunger for the beautiful in his face, that 
reminded me of the little boy of long ago 
who loved me dearly. 

How well I remember when little Frédéric 
was born. It was on the twenty-second day 
of February in 1810. The Chopin family 
lived in Poland, and the baby seemed like 
a little flower coming to brighten the bleak 
windy northern night. 

From his infancy, Frédéric loved music, 
and he was given lessons when he was very 
young. He made such rapid progress by 
the time he was eight years old, that he 
was considered a second Mozart? 

How I loved the touch of his baby hands 
caressing me. He never thumped and 
pounded the keys like some children, and 
he composed little pieces, so lovely, they 
were like poems. 

Frédéric was never a robust child, but 
he was always good natured. He was a 
clever mimic and he loved to act, and he 

wrote several very entertaining little plays. 
I will never forget that beautiful time in 

the refined home of the Chopins when 
Frédéric and his three adoring sisters were 
growing up, in the environment of flowers 
and sunshine, and charming friendships. 

Frédéric had a pleasant little nook in his 
father's house, where many of the talented 
young musicians and poets would meet. Af¬ 
ter he graduated from his father's school, 
he went to Vienna where he stayed for 
eight months. He was very homesick for 
Poland and he wrote to one of his friends, 
"I am sad, and I feel lonely and neglected 
here. I cannot live as I would like. I must 
dress and must appear in the salons with a 
cheerful face, but when I am in my room 
again I have a confidential talk with my 
piano, and I tell it all my woes as to my 
best friend in Vienna.” 
Later he went to Germany and from 

there to Paris, which became his home. In 
Paris he was always surrounded by the 
nobility and he made friends with the many 
famous musicians who lived there. Liszt. 
Schumann, and Mendelssohn came often to 
hear him play. 

My master disliked public performances, 
but he loved to play for three or four 
friends, by the firelight of his drawing 
room. His playing was so delicate and re¬ 
fined that he was often called the “Ariel of 
the Pianoforte.” His exquisite tones re¬ 
minded some one of the warbling of linnets, 
and he was often called “velvet fingers.” 

It makes me happy to think about all the 
beautiful pieces that my beloved poet com¬ 
posed, just for the piano. There are noc¬ 
turnes. waltzes, preludes, scherzos, ballads, 
impromptus, and etudes. He expressed his 
great love for his country in the stirring 
polonaises, and the Fantasie on Polish Airs. 

Gradually his frail health failed and on 
the seventeenth of October, 1849, he 
breathed his last. Mozart’s “Requiem" was 
sung at his funeral and his own Funeral 
March accompanied him to the grave, 
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where he was laid to rest among the great 
musicians of his adopted land. 

One of his pupils bought me at a public 
auction, and upon her death. I was sent to 
Mme. Chopin. Later I became the property 
of the museum. 

Sometimes at dusk, when I am thinking 
of the past, I start—and vibrate with ex¬ 
citement when I fancy that I hear my mas¬ 
ter’s footsteps outside in the corridor. Alas, 
when the door opens, it is only the guard 
on his hourly round. 

Yes. I am old and silent now, but I have 
lived ! 

Orchestral Overture 
By Mary Damrosch 

The house is dark, the baton raised, a hush 
Creeps o’er the crowd, defies the blatant 

cough. 
Each bow is raised, then gently falls; a 
sound 

More calm than quiet waters, fills the air 
And ever grows, until at last it becomes 
O’erpowering in its awful majesty! 

Listening Lessons 
By E. A. G. 

The Famous Minuet from “Don Giovanni,” 
By Mozart 

j f mH tTjÊ 
Of all the many minuets played on the 
piano, this one from Mozart’s opera, “Don 
Giovanni,” is one of the most charming 
and delightful. One never gets tired of this 
minuet, although one hears it badly played, 
often enough! 

The next time you hear it, listen to it, 
and see if you like the way it is being 
played (even though you are playing it 
yourself). 

The theme is simple—almost monotonous, 
in fact—in its repeated F major chord, yet 
it has distinction and charm in its mo¬ 
notony. 

One fault very often heard in this piece 
is the matter of the left hand. Several times 
the left hand has quarter notes to play, 
while the right hand has nothing to do but 
rest, and these quarter notes often are 
played faster than the other quarter notes 
in the piece. What is the reason for this? 
See if you notice it some time, and do not 
ever be guilty of this fault yourself. There 
is really no reason for making this mis¬ 
take, as it is such a very easy thing to 
play it correctly, so it must be due to 
carelessness, and because the player does 
not listen to the rhythm. 

This minuet comes in the opera in a ball¬ 
room scene in a palace, and it is a very 
colorful stage picture with the ladies in 
their beautiful gowns and the men with 
their powdered wigs and satin knee-breeches. 
When you play it, make it sound happy 
and cheerful, but do not let it lose its state¬ 
liness. Listen, and make it so lovely you 
will want to repeat it at once. 

If you hear this called the Minuet from 
“Don Juan," it is the same thing. “Don 
Juan" (pronounce wan) and “Don Gio¬ 
vanni" are the Spanish and Italian forms 
of the name Sir John. 
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A MUSICAL PARTY 
By GERTRUDE GREENHALGH WALKER 

Did you ever play Musical Bingo? (Some 
call it Beano, or Keeno.) 
We arranged a long table (made by 

placing two long boards on horses and 
covering them with white paper) in the 
center of the studio. The pupils sat around 
it and were given a handful of beans and 
a card with letters on it. We did not have 
real Bingo cards, so we cut them out of 
the cardboard that comes from the laundry. 
The first game was a Bingo of Keys. In a 
separate dish on small cards I had the 
names of all the keys, major and minor, 
numbered, as three sharps, major, one flat, 
minor. The pupils’ cards had the letter 

name, and the first one who found the 
called out key on his card and said Bingo 
received a small prize. 
The Abbreviation game was next. Each 

player received a card that had one musical 
abbreviation on it. This time letters were 
drawn at random from a dish and the first 
one completing or, rather, placing a bean 
on the letters called that made the abbrevia¬ 
tion and giving the word in full with its 
interpretation was winner. 

Then, composers’ names, the winner tell¬ 
ing the nationality or some interesting thing 
about the composer. Everybody had lots of 
fun and all had to sharpen their wits. 

LETTER BOX 

Junior Etude Contest 

The Junior Etude will award three pretty 
prizes each month for the best and neatest 
original stories or essays, and for answers 
to puzzles. 

Any boy or girl under sixteen years of 
age may compete, whether a subscriber or 
not and whether belonging to a Junior Club 
or not. Class A, fourteen to sixteen years 
of age; Class B, eleven to under fourteen; 
Class C, under eleven years. 

Subject for story or essay this month, 
“Piano Music.” Must contain not over one 
hundred and fifty words and must be re¬ 
ceived at the Junior Etude Office. 1712 
Chestnut Street, Philadelphia, Pennsylvania, 
by February eighteenth. Names of prize 
winners and their contributions will appear 
in the May issue. The thirty next best con¬ 

tributors will receive honorable mention. 

Rules 
Put your name, age and class in which 

you enter on upper left corner of your 
paper, and put your address on upper right 
corner. If your contribution takes more 
than one sheet of paper do this on each 
sheet. Write on one side of paper only. Do 
not use a typewriter and do not have any¬ 
one copy your work for you. 
When clubs or schools compete please 

have a preliminary contest first and submit 
no more than six contributions (two for 
each class). 

Competitors who do not comply with all 
of the above rules and conditions will not 
be considered. 

Dear Jvxior Etvde : I like the stories, poems ami letters in the Junior Etude very much and thought 1 would 
write to the Letter Box, because I like music, 
too. I play the piano and Hawaiian guitar pretty well. I have taken piano lessons about eight months and I ran harmonize by ear. From your friend. 

M. Ellen Jane Robinson. Florida. 

Letter Box List 
Letters have also been received from : Myrtle Blackstock: Jean Bass: James Bass : Junior 

Siewert : Mavis Weaver : Frances (Indton ; Grace Larson : Muriel Manners : Estelle 
1 la vens. 

? ? ? Who Knorrs ? ? ? 
1. If a measure is in three-four time, and 

the first note is a dotted eighth note, and 
the last one a quarter note, how many 
thirty-second notes will be required to 
fill the measure? 

2. Who wrote the opera “Aida” ? 
3. When did MacDowell die? 
4. Is the bassoon a wood-wind or brass 

instrument ? 
5. If a certain major scale has five flats 

in its signature, what is the seventh 
tone of its relative minor? 

6. What are the names of the degrees of 
the scale ? 

7. In what opera is the Toreador’s Song? 
Who wrote it ? 

8. What was Brahms’ first name? 
9. For what instrument did Chopin chiefly 

write ? 
10. What is the Italian term for “as fast 

as possible?” 
(Answers on this page.) 

Musical Diagonal 
By E. Mendes 

The diagonal, reading down from left to 
right, will give the name of a musical 
instrument. Answers must give words, as 
well as instrument. 

The MUSIC CORNER, Chestnut Hill, 
Pennsylvania 

Dear Jtnior Etide : 
1 enjoy reading The Jintor Etide very much. My mother has taken The Ettde many years and has some numbers of 1904. nearly thirty-five years ago! My sister is a music tea< her and my brother 

is in the University and is a violinist in the orchestra. He also plays clarinet in the R.O.T.C. band. He has taken also singing les¬ sons. 1 play piano ami sing second soprano in our high school chorus. From your friend. 
Rita Ratka (Age 15). Kansas. 

My Repertoire 
(Prize winner) 

I enjoy my repertoire very much. T get a new piec<* every month, which I memorize. When I have memorized a group of pieces I play them for my friends, school affairs and other enter¬ tainments. 
I learn a hymn each week and play at Sun¬ day School when the pianist is absent. I play songs in school for th«* pupils to sing. I enjoy playing a few Christmas Carols at Christmas time. 
Thus. I have a repertoire of many types of pieces for many occasions, which gives pleas¬ ure to myself and my friends. 

Marion Harmon (Age 13), Class B. 
Massachusetts. 

Honorable Mention for 
November Puzzles: 

Verna Elder : Grace Larson : Sarah Louvenin 
Byrd: Fr«*d Chasan : H«*h*n Erday : Thomas Petrick; Kathryn Shinholser : Ramona Regan: 
Margaret Yeates; Irma Pederson: Betty Krue¬ ger: B«*tty Johnson: Julia Johnson: Mary Jean Hill: Martha Whitesell : Mary Hyatt: Elizabeth Jones; Ruble Jo Kressman : Leoni«* Dangoisse: Betty Jean Cooper : Lola Wallace Howell: Bette Jo Bailey: Mary Pappas; June Marl«* Hines; Betty Lanins; Mari«* Paule Beau 
dry: Isabelle Poirier; Carolyn Holmes; Reta Elaine Scogna. 

OUR RHYTHM ORCHESTRA 
By J. LILIAN VANDEVERE 

These are the instruments, clear and strong. 
That make our Rhythm Orchestra. 

These are the children, an eager throng. 
Who play the instruments, clear and strong, 
That make our Rhythm Orchestra. 

This is the piano, whose lovely tone 
Will guide the children, an eager throng. 
Who play the instruments, clear and strong. 
That make our Rhythm Orchestra. 

This is the score, for each child alone, 
Played with the piano, whose lovely tone 
Will guide the children, an eager throng, 
Who play the instruments, clear and strong, 
That make our Rhythm Orchestra. 

This is the uniform, trim and neat, 
Worn when playing the score for each child 

alone, 
Played with the piano, whose lovely tone 
W ill guide the children, an eager throng, 
Who play the instruments, clear and strong, 
That make our Rhythm Orchestra. 

This is the Orchestra, all complete, 
And dressed in uniforms, trim and neat. 
Worn when playing the score for each child 

alone, 
Played with the piano, whose lovely tone 
Will guide the children, an eager throng, 
Who play the instruments, clear and strong, 
That make our Rhythm Orchestra. 

I. Wild animals of Africa; 2. A metal; 
3. A close relative in a family ; 4. A girl’s 
name ; 5. A covering for the hand ; 6, A 
dairy product. 

Answers to “Who Knows?” 
1. Ten; 2. Verdi: 3. 1908; 4. Wood¬ 

wind; 5. A-natural ; 6, Tonic, supertonic, 
mediant, subdominant, dominant, submed¬ 
iant, leading tone ; 7. Carmen ; Bizet ; 8, 
Johannes; 9, Piano; 10. Prestissimo. First Grade RHYTHM BAND, Franklin, Pa. 

My Repertoire 
(Prize winner) 

I keep rp a r«*pertoire for two reasons, first, it enables me to play on short notice : second, if in the mood to play at ease alone. I can readily do so and give myself a concert. 
Befor«» placing a piece in my repertoir«* I try to l«*arn it as nearly perfectly as possible. If I have learned an ohl piec«* which is pretty, but rath«*r easy for me to play now. I do not 

discard it : instead, each time I play it 1 make an <*ffort to improve th«* expression. 
My repertoire is quit«* larg«> now and consists of compositions by Haydn. Beethoven. Chopin, Mozart. Bach. Saint-Saëns and others. I love my repertoire and have always derived 

great pleasur«* from playing it, either alon«* or for my fj*iends. 
Freda Berezow (Age 14). Class A. 

New York. 

My Repertoire 
(Prize winner) 

One day while I was playing the piano an idea came into my mind. 1 said. "I am going to 
make a box for my musical repertoire and am going to call it my warehouse.” 

First of all, I had to ask my father for some 
money to mak«* it. ami h«* gave me three dol¬ lars. The wood cost one dollar and a half: the paint, twenty rents: nails, ten cents : then I had one dollar and twenty cents left over. 

The next day I started building my ware¬ house. When 1 was nailing the floor to it I 
mashed my finger and had to stop working on it. but 1 was soon at it again and this time I finished it. 

One «lay when father and mother went for a rid«* I put my sheet music. Etudes and all 
other music into th«* warehouse and arranged 
it. Everybody that saw it thought that it was a playhouse, but I soon told them it was a 
warehouse to stor«* my musical repertoire. 
Lillian Bernice Mirdiiy (Ag«* tot. Class C, 

West Virginia. 

Honorable Mention for 
November Essays: 

Lorena Lieser; Harry Hinkle: Virginia 
Speer; Virginia McLucas; Alice Bauer; 
Betty Gibb; Marie Knupp; James Wright; 
Nancy Delaney ; Rita Elaine Scogna ; Betty 
Jean Cooper; Leonie Dangoisse; Jean Wal¬ 
ker Buddy; Blanche Oertli ; Hilda Ander¬ 
son; Muriel Cookman; Arleen George; 
Beatrice Connaught ; Beryl Andrews ; Phyl¬ 
lis McDowall: Betty Bruce; Percival 
Robb; Cecelia Drewman ; Hillis Howells; 
Irene Bailey; George Jergens; Sydney 
Muller; Anderson Crews; Nancy Gotlieb; 
Edwina Carson. 

Answer to Puzzling Puzzle 
1. Chaminade; 2. Rubinstein; 3. Elgar; 

4. Schumann ; 5. Cramer ; 6. Engelmann ; 
7. Nevin; 8. Donizetti; 9. Offenbach. First 
letters give term, crescendo. 

Prize Winners for November 
Puzzling Puzzle: 

Class A, Sara Flanders (Age 15), 
Colorado 

Class B. Ruth Osborn (Age 12), Ohio 
Class C. Curtis Derrick (Age 10), South 

Carolina 
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Retters from ¿’tude 
Friends 

Getting More Practice Done 
By GEORGIANA THUM 

JWusical Sooks 
^viewed 

Ptano “Coming Back” in 
New Zealand 

To The Etude: 
Although the Dominion of New Zealand, 

British Colony in the Pacific, distant about 
twelve hundred miles from Australia, has 
a population of only about one and a half 
million, it has already begun to share in 
the revival of the piano. 

The combined effects of “canned” music, 
radio and the world depression had in New 
Zealand, as in England and the United 
States, a drastic effect on the sale of pianos. 
For a time there was virtually an elimina¬ 
tion of the instrument, so far as new sales 
was concerned ; and old established firms 
went into liquidation. 

For some considerable time, as evidence 
of recovery in the trade, piano agents have 
been frantically buying up second hand 
pianos ; and, despite a “pegged” exchange 
of twenty-five percent, have been importing 
again. Recently there have been held exhibi¬ 
tions of the new pianos, embracing the flat 
surface and streamlined designs of the 
modern trend. As a consequence music 
teachers are finding more inquiries for 
pupils, and teaching work is definitely on 
the upward grade. 

Piano importations speak for themselves, 
as shown by this table. 

IMPORTATIONS OF PIANOS 
INTO NEW ZEALAND 

Year Pianos Imported 
1928 . 1610 
1929 (peak year) . 1850 
1930 . 589 
1931 . 81 
1932 . 24 
1933 (rock bottom) . 14 
1934 . 79 
1935 . 261 
1936 . 604 

So we are looking forward to better days 
for both teachers and dealers in musical 
instruments. 

—Arthur O’Halloran 
(New Zealand) 

A Studio Help 
By Ruby Bassett 

It always has been a great help to have 
on the studio table reading matter that is 
especially interesting to children. This 
table is in the hall adjoining my studio 
proper, and on that table I keep several 
children’s magazines. 

Children often have to wait when some¬ 
one is unavoidably late, and they are easily 
annoyed and become troublesome if they 
do not have some entertainment. This is 
not an expensive custom, and it does make 
the waits shorter and save the nerves of 
the pupils. 
Playmate is a small magazine all chil¬ 

dren enjoy. St. Nicholas and The Amer¬ 
ican Boy are two good magazines for little 
men. I do not subscribe regularly for 
these, but I buy them occasionally and keep 
them till the books look soiled and worn. 

For younger children, who cannot read, 
the comic sections from the Sunday papers 
are very amusing, and these, of course, 
are changed every week. 
During the past year many “comics” 

have introduced music into their fun ; and 
what could be more interesting to children 
than to collect these and make scrapbooks 
of “Musical Funnies”? 

It was after trying many, many ways of 
inducing my pupils to practice that I finally 
found a plan that has been working very 
successfully for the past two years. 

My pupils have a Federated Club, and the 
meetings, once a month, are very enthusias¬ 
tic. The club is divided into sides, one and 
two, each side having a name and a leader. 
In order that no partiality be shown, I 
write the numbers “One” and “Two” on 
squares of paper, fold and place them in a 
basket, and allow each member to draw a 
number. The names are then put on a large 
cardboard, under their respective sides, and 
the board is kept in the studio where it can 
be seen and points counted at any time. 

To inspire interest, two contests a year 
are held, and at the close of each contest 

the losing side must give the winning side 
a party. 

Points are given as follows : One for a 
lesson that averages ninety percent or bet¬ 
ter; one for coming to the lesson on time; 
one for practicing an hour or more each 
day of the week; one for attendance at 
the Music Club ; and one for performing 
from memory at the Club. 

As teachers well know, children are very 
strict in keeping tab on each other ; and so 
I have no trouble in urging them to get 
points, because each side watches carefully 
for a lagging competitor. 
The system of giving points may be 

adapted to the correction of any delinquen¬ 
cies of the particular class to which it is 
being applied. 

Next Month 
HIGHLIGHTS OF THE ETUDE FOR MARCH, 1938 

"Anticipation is the herald of realization," runs the French proverb. Readers of 
THE ETUDE will find much that will interest and delight in our March issue. 

LUCILLE MANNERS 

A CAREER IN RADIO 
Few people have seen Lucille Manners, but 

millions weekly hear her charming voice, on 
the famous Cities Service programs. This very 
gifted and attractive young artist writes help¬ 
fully upon “A Career in Radio". 

BUGLES OVER THE HUDSON 
Harry V. Millner tells the history of music at 

West Point, and it is filled with that interest 
which always attaches itself to our famous 
United States Military Academy. 

THE THRESHOLD OF MUSIC 
Lawrence Abbott’s new series of lessons in the fundamentals of har¬ 

mony, told in a new and particularly clear manner, continues in March 
with a lesson upon the Major Triad. 

NEW YORK'S AMAZING AMATEUR 
SYMPHONY ORCHESTRA 

The official Amateur Symphony Orchestra of New York, as recognized 
by the Mayor and the City Fathers, is not conducted by a professional 
musician, but by one of the leading members of the municipal bench, 
the Hon. Leopold Prince. In the March issue he tells how this unusual 
orchestra has acquired international fame. 

ANOTHER MARK HAMBOURG MASTER LESSON 
The great Russian born Mark Hambourg—long a naturalized British 

subject—who has been long recognized as one of the most powerful and 
brilliant of the Leschetizky group, has shown his fine scholarship in the 
incomparable master lessons he has written for THE ETUDE, but never 
to better advantage than in the “Italian Concerto” of Bach, which will 
appear for the first time in our March number. 

OTHER INTERESTING ARTICLES and special features by distinguished teachers 
and musicians, PLUS 24 pages of interesting new music to play and sing. 

Queen Victoria and Wagner 

Queen Victoria was all her life deeply 
interested in music. Many years ago, at 
Kensington Palace in London, the writer 
saw a music copybook filled by the Queen, 
in her own handwriting. Her very thrifty 
parents had her do this to save the cost 
of new music. 
When Wagner went to England as a 

refugee, the Queen was among the first to 
champion his cause. Wagner wrote, “You 
probably have heard how charmingly 
Queen Victoria behaved toward me. I 

really seem to have pleased Her Majesty; 
and, in a conversation I had with her, by 
her desire, after the first part of the con¬ 
cert she was so kind that I was really 
quite touched. These two, the Queen and 
Prince Albert, were the first people in Eng¬ 
land who dared to speak openly and un-
disguisedly in my favor; and if you con¬ 
sider that they were dealing with a political 
outlaw, charged with high treason and 
wanted by the police, you will think it 
natural that I am most grateful to both.” 

* * * * * 
“All that is called fashion is transitory tradition. Every tradition possesses 

a certain authority, to which we have to conform.”—Goethe. 

Scoring for the Modern Dance 
Band 

By Claude Lapham 
Since the beginning of the century, the whole world has been overwhelmed in the whirlpool of the dance. When people found 

life at its most difficult moment, they sought transient relief in the dance. Dancing, in many of its forms, is a wholesome and natural diversion. With objectionable sur¬ roundings the dance may be one of the most vicious elements in our modern life. The revenue from making music for th«» dance ami from dunce orchestras runs into millions of dollars monthly and naturally has 
resulted in the production of vast amounts of dance music and books about modern dance orchestration. The craz«» has produc«»«! many odd groupings of brass, woodwind and strings, ami this has unquestionably resulted in al 
most endless new tonal effects, some very 
original and refreshing ami others very banal and irritating. Tin» better dance orchestration, however, is often delightfully 
clever and will certainly have an effect upon all modern music. One of the best books upon this subject is that of Claud«» Lapham, graduate of the Juilliard Institut«» 
of Musical Art of New York City, inter¬ nationally known, and experienced in his field. He has had much experience with bands in New York, Hollywood, Shanghai and Tokio. Some of th«» book is necessarily frag¬ mentary, but it contains many ideas presented in a very new and novel fashion which will mean much to th«» interest«»«! reader. 

Pages: 104, illustrated and with voluminous notation examples Price : $3.00 Publishers : Pitman Publishing Company 

Science and Music 
By Sir James Jeans, M. A., D. Sc., Sc. D., 

L. L. D., F. R. S. 
Sir James Jeans, world famed astronomer 

and on«» of th«» outstanding British scientists of the age. has written a book designed to present th«» scientifl«» sid«» «if music, to musicians rather than to scientists. The scientific side of music is, of course, acoustics. Th«» subject, however, is naturally so technical in its natur«» that, even in this sim-pliiied form, it requires a preliminary back¬ 
ground at least equal to that of a high school student or graduate. We may safely say that it 
is the least technical of any work upon acous¬ tics w«» hav«» ever seen. Added to this is th«» 
writer’s well known «-harm of expression which makes the book doubly valuabl«» to the reader. Pages : 252—several illustrative cuts 

Prie«» : $2.75 Publisher : The McMillan Co. (Cambridge 
University Press) 
Twentieth Century Composers 

By David Ewen 
A new book giving the true story of the works of masters who hav«» risen in the musical fiel«! during th«» last forty years. Seventeen masters are included, from Stra¬ vinsky ami Strauss to George Gershwin. Naturally tbr«»e times as many notable com¬ posers of works which hav«» brought them rich 

critical distinction might also have claimed admission to this volume : but th«» author has selecto«! those who in his opinion most ac¬ curately represent a cross section of what is mor«» or less loosely known as modern music. Pages: 320—excellent portrait illustrations 
Pr!< e : $3.00 Publisher : Thomas Y. Crowell Company 

The Glorious Fifth 
By Victor Biaut 

If the United States has the “Glorious 
Fourth,” music has its “Glorious Fifth,” 
for that is the term now applied to the 
great Beethoven symphony, one of the most 
played orchestral compositions in the world. 
Victor Biart, formerly a frequent con¬ 
tributor to The Etude, has just published 
a short, popular, but none the less scholarly, 
analysis of this masterpiece, which should 
be of value to students, to school music 
supervisors, and to music lovers and radio 
listeners at home. Mr. Biart’s handling of 
his facts is excellent and his artistic ap¬ 
praisals helpful. 

Pages : 24. paper bound. 
Price : 25 cents. 
Publisher : The author. 

* * * 
In Elgar and His Music, the Brit¬ 

ish critic and writer on things mu¬ 
sical, John F. Poste, says, "While we 
may not care to subscribe too fully 
to the ruling that a gentleman is 
knoten by his clothes, or even by how 
he wears them, the fact remains that 
even a musician of fine ideas 
benefits by excellent presentation." 
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Piano Teaching Responsi¬ 
bilities are Met Best with 
Well-Chosen Materials— 

the testing of the merits of these works is suggested 
(Teachers May Secure Any of These Publications for Examination) 

ADA RICHTER'S 
KINDERGARTEN CLASS BOOK 
A PIANO APPROACH FOR LITTLE TOTS 

A novel presentation of the fundamentals of music, through 
the medium of the favorite childhood story “Goldilocks and 
the Three Bears.’’ soon has youngsters of 4 to 6 years playing 
from notes. Includes a little playlet for pupils’ recitals and in¬ 
teresting illustrations which may be colored with paints or 

BILBRO'S MIDDLE C 
KINDERGARTEN BOOK 
A VERY FIRST MUSICAL STUDY 

By Mathilde Bilbro 

Long a standard piano teaching work used for the very first 
instruction of very young beginners, now presented in the 
modern Middle C approach. The author, a practical teacher 
specializing in the instruction of juveniles, has put into this 
work much of her talent for writing tuneful piano music 
that appeals to children. 

Price, 75 cents 

TUNES FOR TINY TOTS 
A PIANO METHOD FOR PRE SCHOOL BEGINNERS 

By John M. Williams 

Thousands of teachers regularly use the piano teaching ma¬ 
terial of this noted pedagogical authority. Here, in this book, 
he gives his procedures for tiny tots, beginning with an 
immediate introduction to the keyboard and the Grand Staff 
and continuing with delightful little tunes and verses de¬ 
signed to prepare the pupil for the regular instruction book. 

Price, 75 cents 

ADVENTURES IN MUSIC LAND 
A MODERN INSTRUCTION BOOK FOR YOUNG PEOPLE 

By Ella Ketterer 

Miss Ketterer has composed many popular piano teaching 
pieces in the early grades, and her remarkable success in 
the teaching profession is readily understandable after ex¬ 
amining the material in this helpful piano instruction book. 
Interspersed throughout are attractive little pieces, quite a 
few with verses that may be sung. This book goes much 
further in tonality than the average beginner’s book. 

Price, $1.00 

MUSIC PLAY FOR EVERY DAY 
THE GATEWAY TO PIANO PLAYING 

A happy combination of work and play, game-like procedures 
for inculcating in juvenile minds a love of good music while 
they are learning the fundamentals of piano playing, make 
this book a favorite with teachers in the instruction of 
5 to 8 year old beginners. Includes the fascinating picture 
“The Fairyland of Music,’’ a practical keyboard chart, and 
“cut-outs” to be pasted in the book. 

Price, $1.25 
In Four Books—Bach 40 cents 

THE FIRST YEAR AT THE PIANO 
By John M. Williams 

BEGINNER'S BOOK 
SCHOOL FOR THE PIANO—VOLUME ONE 
By Theodore Presser 

Known to thousands of teachers and students as the “Red 
Book" this is one of the most frequently used elementary 
instruction books for the piano. Meeting fully the modern 
demand for beginning with the Middle C approach, it prepares 
the student for future advancement with sane, interesting 
study and recreation material. Taking the pupil as far as the 
beginning of scale study, this book is followed by Student’s 
Book, Vol. 2 ($1.00) and Player’s Book, Vol. 3 ($1.00). 

Price, $1.00 

TUNEFUL TASKS 
TWENTY LITTLE TUNES IN ETUDE FORM 
By John Thompson 

Supplementary material is often most helpful in the first year 
of study at the piano, if the material is carefully selected and 
judiciously assigned. Dr. Thompson here presents 20 short 
studies covering points in first grade technic. There is a wide 
and most pleasing variety in the contents of this book. 

Price, 75 cents 

TECHNIC FOR BEGINNERS 
PREPARATORY TO ALL STANDARD WORKS 
By Anna Priscilla Risher 

This book has been exceptionally successful because it 
presents, in an attractive manner, modern technical studies 
which prepare young pupils for future work on the studies of 
Pischna, Hanon, Philipp, etc. Fine for developing inde¬ 
pendent finger action. 

Price, 75 cents 

BEGINNING WITH THE 
PEDALS OF THE PIANO 
By Helen L. Gramm 

Miss Gramm, who has many successful juvenile publications 
to her credit, here gives young students excellent material for 
making a first acquaintance with the pedals. The pieces, 
while tuneful, are sufficiently easy for pupils in grade two 
to play, almost at sight. 

Price, 75 cents 

SHORT STUDY PIECES 
IN ALL KEYS 
By Frederick A. Williams 

Frequently students ready for third grade work have not a 
thorough acquaintance with tonality and later will be found 
complaining that they can’t play in certain keys. Through 
the medium of tuneful study pieces in each of the major and 
minor keys this book helps the pupil in such instances. 

Price, 60 cents 

TWELVE MELODIOUS STUDIES 
FEATURING SCALE AND CHORD FORMATIONS 
By Carl Wilhelm Kern 

Third grade pupils cannot be given too much drilling in the 
scales, particularly if it is done through such pleasing material 
as is presented in these studies by a writer especially gifted 
in combining the useful with the attractive. 

Price, 60 cents 

CZERNY-LIEBLING 
SELECTED CZERNY STUDIES—IN THREE VOLS. 
Selected and Edited by Emil Liebling 

The “cream of Czerny” studies carefully and intelligently 
grouped in three volumes that will supply earnest students 
with material for technical practice from the second to the 
seventh grade. 

Bach Volume—Price, $1.00 

Ask for these 
Free Helps to 
becoming 
Acquainted with 
Attractive 
Piano Pieces 

"Winners” contains easily read reproductions of full page 
excerpts of twenty-three recently published piano pieces in 
grades one and two. The titles of the pieces and the list price 
of each in sheet form are: — 

Coasting Party (Dunn) 25c, The Choo-Choo Train (Hall) 25c, 
Three Jolly Sailors (Stairs) 25c, Here We Come! (Forrest) 
25c, A Hammock Song (Ketterer) 25c, Pop Corn (Weddell-
Roberts) 25c, The First Dancing Lesson (Preston) 25c, Pat¬ 
ter of the Rain (Richter) 25c, When the Circus Comes to 
Town (Forrest) 25c, Good Morning! Good Morning! (Bennett) 
25c, The Jolly Whistler (Stairs) 25c, Singing /Is We Go 
(Rolfe) 25c, ’Way Up North (Shepherd) 25c, In the Kingdom 
of *he Gnomes (Richter) 25c, March of the Pumpkins (Cope¬ 
land) 25c, March of the Fairy Guardsmen (Piaget) 25c, A 
Bird Song (Mitchell) 25c, The Elephant’s Joke (Burnam) 
25c, Riding on the Ferris Wheel (Phillips) 25c, Brown-Eyed 
Susans Nod Their Heads (Copeland) 35c, The Wood Sprite 
and the Brownie (Ketterer) 30c, Fifi, the Little Ballet Girl 
(Altbayer) 25c, Lily Pads (Locke) 25c. 

Just Ask for the Free Copy of the Thematic Booklet 
entitled "Winners.” 

“Conspicuous Choiceness’’ gives full page specimens of fifteen 
new and worthy piano solo selections which range in stages 
of difficulty from grade three to grade six. The selections 
shown are:— 

Beneath a Southern Moon ( Williams) 35c, Pelicans’ Promenade 
(Baines) 35c, Over the Hills (Baines) 35c, Night Witchery 
(Renton) 35c, Dance of the Castanets (Brown) 40c, Chanson 
Pensive (Gretchaninoff ) 25c, Star Sapphires (Renton) 35c, 
'Mid the Tulips (Ewing) 40c, Bluettes (King) 40c, Along the 
Navajo Trail (Heaps) 25c, The Stars (Schubert) 25c, Sweep 
of the Wind (Koehler) 50c, Morning Canter (Lehman) ',0c. 
Valse Coquette (King) 50c, Zephyr (Saperton) 50c. 

Just Ask for the Free Copy of the Thematic Booklet 
entitled "Conspicuous Choiceness.” 

This is the first in a course of instruction books widely used 
by piano teachers for students between the ages of 9 and 14 
years. As explained in the author’s Normal Classes, which 
have been given in all parts of the country, the work is de¬ 
signed for rapid, but thorough progress. Second Year at the 
Piano ($1.00) and Third Year at the Piano ($1.00) follow this 
book and Fourth Year at the Piano is now in preparation. 

Price, $1.00 
In Four Books—Bach 35 cents 

PIANO TEACHERS’ 
Put a postal in the mails 
today addressed to us and 
requesting, with no obli¬ 
gation to yourself , our 
“Teachers’ Price List of 
Dependable Piano Materi¬ 
als.” Also ask for details 
of our liberal examination 
privileges. 

Theodore Presser Co 
MUSIC PUBLISHERS. DEALERS. AND IMPORTERS 

1712 chestnut st. pHILADELPHIA, Pa. 



HE.... “Remember how you used to tune a Radio?” 

SQUAT NO 
STOOP NO 
SQUINT NO 

easily... gracefully... Tune 
speedily... accurately... 

with Philco Automatic Tuning 
on the Inclined Control Panel! 

. . That’s ancient history now!’ 

"Ancient history” is no exaggeration! Once 
you have seen and tuned a Philco with the In¬ 
clined Control Panel .. . any radio without that 
feature seems a relic of the dark ages. 

When you buy a new radio ... be sure it’s 
1938 in design as well as in date! Make sure it 
has the speed and accuracy of Philco Automatic 
Tuning. Be sure that all the stations you tune 
regularly can be tuned automatically. And be 
doubly sure that all the operating controls are 
on Philco’s Inclined Control Panel that makes 

squatting, stooping and squinting a thing of 
the past! 

On top of all that... the Philco 116 Double-X 
is a true High-Fidelity radio... an instrument 
that reproduces every tone and overtone the 
broadcasting stations put on the air. Tune in a 
symphony concert. . . and you are thrilled by 
reproduction so realistic that barriers of distance 
melt away. You feel that you are in the very 
presence of the orchestra. Tune in the hottest 
band on the air . .. and you can almost see the 

drummer beating out the rhythm. 
Set your own standard of what a radio should 

be . . . and you’ll find all you ask in a Philco 116 
Double-X! 

Philco makes a complete line of Automatic 
Tuning Models with the Inclined Control Panel. 
Your present radio may be traded in as part pay¬ 
ment, or you can buy a Double-X Philco for as 
little as $7.95 down and about a dollar a week. 
Ask your Philco dealer about this Philco-Com-
mercial Credit Company easy payment plan. 

PHILCO 




